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records by post from Imhofs 


If you ever have difficulty in finding the record you want locally or are simply 
too busy to find time during the day to look around for them, our Postal 
Record Service can save you a good deal of time and trouble. 

Thousands of people all over the world rely on Imhofs to supply them with all 
their record needs, and every day we send off hundreds of records 

to addresses all over the world. 

We have been operating this service for many years and have gained a 
reputation for speed, safety and reliability that is unequalled anywhere else in 
Great Britain. It is a boon to anyone who finds it impossible or 

inconvenient to shop for their records personally. Our huge stock 

of records of all types and labels enables us to supply promptly 

any record which is currently pressed in this country, as well as 

foreign and connoisseur recordings. 


Every record is carefully examined before despatch and is securely packed in 
special cases by experienced staff. The reputation of London’s oldest and largest 
record shop is your guarantee of first-class service at all times. 


IMHOFS 





May we send you full details ? Write or phone straight away or come and see us about it at our shop in New Oxford Street 


Alfred Imhof Ltd. 112-116 New Oxford Street London WC1. Museum 7878 (20 lines) 
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Another momentous achievement 


ALL 
THE SIBELIUS SYMPHONIES 


No.1 in E minor, Opus 39 are now recorded by ANTHONY COLLINS guar- 
LXT 2694 


anteed himself a place amongst 


No.2 in D major, Opus 43 ANTHONY the world’s foremost two or 


LXT 2815 three Sibelius conductors when 


_ No.3 in C major, Opus 52; COLLINS the First Symphony was issued 


No.7 in C major, Opus 105 


in August 1952. The impressive 
LXT 2960 


econductin g quality of both performance and 


No.4 im A minor, Opus 63; recording in this issue made each 
remainder of 2nd side: 


Pohjola’s Daughter— THE LOND ON successive step towards 


Symphonic fantasia LXT 2962 — completion of the set an eagerly 
No.5 in E flat major, Opus 82; SYMPHONY awaited event of primary 
remainder of 2nd side: importance in the gramophone 


Night ride and sunrise, Opus 55 ORCHESTRA world. Now the set has been 


LXT 5083 (Available during October) 
completed, and can rank as 
No.6 in D minor, Opus 104; on 


. an achievement of the same stature 
remainder of 2nd side: 


Pélleas et Mélisande suite, Opus 46 an the compicte set 05 Vaughan 






LXT 5084 (Available during October) Williams symphonies made 


No.7 in C major, Opus 105; for Decca by Sir ADRIAN 


No.3 in C major, Opus 52 
LXT 2960 


BouLT with THE LONDON 


PHILHARMONIC ORCHESTRA. 


THE DECCA RECORD COMPANY LIMITED, 1-3 BRIXTON ROAD, LONDON, S.W.9 
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_ Essential for the SAFE STORAGE, SIMPLE REFERENCE 
and HANDY CARRIAGE OF GRAMOPHONE RECORDS. 
Wide assortment of sizes and colours. Write for 
Illustrated Catalogue, and Name and Address 
of nearest Retailer. 


HENRY ELWIN LTD 


Makers of Top we Record Cases (including Long Playing) 
Albums, Cabinets, and Covers 


NOTTINGHAM (Qoept. M.1) 














Complete Courses in 


FRENCH 
ITALIAN 
SPANISH 
GERMAN 
RUSSIAN 
ENGLISH 


Courses are also available for those 
whose native tongue is not English. 
Easy terms for all the courses. 








We did! THANKS TO THE 


asy ASSIMIL 


OF LEARNING LANGUAGES 


Sit down with the Assimil course in the quiet of your own 
room, devote 15 minutes a day to it — about the time it takes 
to smoke a cigarette — in three months you will have a good practical 
knowledge of your selected language. Assimil is the vital method that 
teaches you languages as they are spoken, without the drudgery of learning by heart. 
Assimil books alone or preferably a combination of books and records, give you a thoroughly 
practical and satisfying means of home study. Assimil has been for over a quarter of a century 
recognised on the Continent as the easiest and most modern method of learning languages. 
It is a great success. Try it, and you will become an enthusiast. 








F SEND COUPON OR CALL— 


 ASSIMIL rer Dept. A314, 10 Pembridge Square, London, W.2. Phone BAYswater 
5131 or ** H.M.V.”’ Showrooms—363-367 Oxford St., London, Ww. 1. MAYfair 1249. 


| AM INTERESTED IN [] RECORDS [] BOOKS 
LANGUAGE 





NAME 
ADDRESS 











Si Gans ate cane tee amen ams comme ceil 
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CORRECT 
QUAD I] AMPLIFIER MATCHING 
FOR ANY 
PICKUP BY 
/ PLUG-IN UNITS 


fl 


QUAD ti CONTROL UNIT 


PRR OR atP ae 
/ CORRECT 
EQUALISATION 
/ FOR EVERY 
RECORDING 



















| INPUTS FOR 


FM, AM, MIC, 
AND TAPE, 
The criterion, as always, is that the reproduced AS WELL AS 
sound shall be the closest approach to the TAPE 
original—that the enjoyment and appreciation of TAKE-OFF 


music may be unimpeded. This is reflected 
throughout the design of the QUAD Il. It is 
reflected, too, in the straightforward and 

logical system of control, achieved without the 
sacrifice of a single refinement or adjustment 

capable of contributing to the final objective. 

The QUAD Il, for convenience of installation, is 
constructed in two units—the main amplifier 

and the control unit. Each is complementary to 

the other, offering in complete form the | 
best which present techniques can devise. 














AMPLIFIER 


Te closest approach tothe original sound 


Send for illustrated brochure. 


ACOUSTICAL MANUFACTURING COMPANY LIMITED, 
HUNT INGDON, HUNTS. Tel. : Huntingdon 36| 
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Sy 


Yowll find the | 


— 








W. H. BARNES LTD. 


425 Oxford St., London, W.1. MAY 4233 
172 Kensington High St., W.8. WES 0791 
Croydon : 38 George Street. CROydon 1336 
Hammersmith : 37 King Street. RiVerside 1417 
Elephant & Castle : 64 London Road. WATerloo 5477 
Stratford : 338 High Street. MARyland 2275 
liford : 135 High Road. ILFord 0446 
East Ham : 64 High Street North. GRAngewood 0310 
Deptford : 499 New Cross Road. TiDeway 3767 
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IGHT record at 





Order personally or by post 


Personal export orders and overseas gift parcels a speciality 





A new 








Specialists in High Quality Reproduction for over 20 years . 


Kaq KKK Ke KK KKK kK kK FF 


* The Super * 


Keke ke kK KKK KK Kk Ft 
We guarantee that this will be the 
FINEST Radiogram you have ever heard 


A beautifully styled and well-made cabinet finished in 
Mahogany or Walnut veneer. 

Twin speaker’ system with cross-over network incor- 
porating the WHARFEDALE Golden 10” (cloth suspension) 
and special TWEETER unit with aluminium voice coil in a 
heavily lagged acoustic chamber. 

The ARMSTRONG 8-watt push-pull chassis incor- 
porating negative feedback and independent Bass and Treble 
lift and cut controls—a worthy successor in the long line of 
tried and proven Armstrong radio chassis. 

The latest COLLARO RC54 High Fidelity Auto- 
changer with Turnover Crystal Pickup and Sapphire Stylus. 








82 guineas 

We shall be glad to give you a demonstration of this and other 
models in our range at our Warlters Road show-rooms (open d & be 
9-6 p.m. Weekdays and Saturday). If you are unable to visit an 
= eee aoe for descriptive literature mentioning THE The ARMSTRONG F.M. 56 Tuner de- 

signed to give the FULL benefit of the 
TRIAL IN YOUR OWN HOME. Your money will be returned superb V.H.F. transmission will be fitted 
if for any reason you are not satisfied after 7 days’ trial. if specified (£21 extra). 





ARMSTRONG WIRELESS & TELEVISION CO. LTD. 





Warlters Road, 





Radiogram 





GUARANTEE : All our models are sold under full- 
and unconditional money back guarantee of satis- 
faction. HIRE PURCHASE facilities are available. ~ 


Other Radiograms 
in our range 


Holloway, N.7 


STANDARD 69 gns. 
TWIN 57 


Telephone : NORth 3213 
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v 
THE FINEST IN ITS CLASS 
AMPLIFIER AND CONTROL UNIT 
NO OTHER AMPLIFIER HAS | ALL/| THESE FEATURES 
r 
ie ae x... 3 ceomarenn | | Sea 
Y * 
FOUR ALTERNATIVE TWO RADIO 
PANEL COLOURS * INPUTS 
- AMPLE SPARE 
tt" POWER 
il 
ha I = 
| ji 
UR} i 
~ mh 
TAPE RECORD AND INDEPENDENT VARIABLE 
| REPLAY JACKS LOW PASS FILTER 
natealtescmnsibninsatn serena | PRESENCE PLUG “ U.L"ZOUTPUT STAGE ! 
PUSH PULL EL84s | 


*x EXCLUSIVE FEATURES 


TECHNICAL 


@ Power Output 8-10 watts. (“UL ’’ Class ‘“‘A”’ 
p.p. EL84s) 


@ Distortion .12% at 8 watts. (.5% at 12 watts) 

@ Freq. Res. -+.25db, 20-30,000 cps. 

@ Hum and Noise —80db below 8 watts 

@ Output Impedance 2-3, 6-8, 12-16 ohms 

@ Spare Power, 270 v. 40 m/a. 6.3v. 2A. 

@ P.U. Input Sensitivity 30-50 m/v. 

@ Variable low pass filter (4.5—8.5 kcs.) 

@ Variable treble control. +10 db to —I5 db at 
10 kes. 

@ Switched bass control. Max. boost 16.5 db at 
30 cps. ° 

@ Presence characteristic +5 db 3-30 kes. 


@ Models for 200-250 v. 50 cps., and 110-125 v. 
50-60 cps. operation. 











« 


Designed expressly to meet the requirements of the average domestic | 














high fidelity system, the RD JUNIOR now enjoys an enviable reputation, | 
not only in this country but also in the principal overseas markets, and 
has come to be regarded as the standard by which others are judged. — 


PRICE £26 COMPLETE 





| 12-page illustrated Booklet post free on request | 





Available from Specialist Dealers in London and the Provinces, or if in 


any difficulty, please apply direct. 


countries. (Now being exported to U.S.A. and Canada). 


Trade and Export enquiries invited. 


ROGERS DEVELOPMENTS cetectronics) LTD 
RODEVCO HOUSE, I16 BLACKHEATH ROAD, GREENWICH, S.E.10 - Telephone: TiDeway 1723 


Agents in the majority of overseas | 
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WILLIAMSON AMPLIFIER 





SPEAKERS 





G.E.C. Metal Con iat _ nn ae 
See nemeeiae i - 5 CS/AL -_ — soi — eae 
WHARFEDALE Bronze 8 AL. _ ‘ini aes a (ee 
WHARFEDALE Super 8 se sini a sis — oe 
WHARFEDALE Super 8 CS .. iis = ‘ii ~ oe 
WHARFEDALE Super 8 C3/AL. ila a sii oo (ae 
WHARFEDALE Golden !|0 ... en aaa oe wo oe 
WHARFEDALE — ED cos - sn a « ae 
WHARFEDALE W.!2 ” om _ iis —- wae 
WHARFEDALE Ww. 12 cS sis sia — - Oe §& 
WHARFEDALE Super !2 CS/AL aie i a ... £17-10 
WHARFEDALE W.1!I5 ints tn - in ... £17 
WHARFEDALE W.!I5 CS is sid —_ sl ... £17 10 
Axiom 10! _ = ite aie we [ae 
Axiom 102 o wi _ .. £9 18 
Axiom 150 Mk. Il i —_ as ... £10 15 
Axiom 22 Mk, Il —_ — sai .. £15 9 
Audiom 60 “ ~ ai ‘ie me oe 
Audiom 70 nai oo = —_ ... £14 10 
Audiom 80 a oa _ ides ... £22 10 
Audiom 90 ae _ aig aa “« o = 
W.B. HF.810 sila sank sat _ = a —- oes 
W.B. HF.1012 ian — in ae sate wale .. £417 


AROCOCOCN—COCCONW—-w-awo 









FERROGRAPH, VORTEXION 
and UNITELEX 
Tape Recorders in stock 
— All makes of tapes stocked — 

















H.P. 





AMPLIFIERS 


“ OSRAM 912 PLUS 








KIT |. WITH PRE-AMPLIFIER COMPENSATING UNIT £23 19 0 
ASSEMBLED + £6 
KIT 2. PASSIVE COMPENSATING UNIT £21 14 0 


ASSEMBLED + £5 





WILLIAMSON 


This amplifier justly celebrated all over the world. Absolutely complete with all parts. 
Partridge Kit £25. Wired and Tested £29/15/-. 


P.A.l. PRE-AMP FOR WILLIAMSON AMPLIFIER 


The P.A.I. pre-amp, especially designed by us—for use with the Williamson. Up to a standard 
—Down to a special price. 
Kit £6/16/6. Wired and Tested £8/18/6. 


MULLARD 5-10 


This clever new amplifier is offered complete to last nut and bolt. Brand new B.V.A. Valves 
First quality components throughout. 


Kit Price €15. With Partridge O/P €15/t1/3. 
LEAK 
TLIO £17/17/-. TLI2 €28/7/-. TL25 £34/7/-. 


Vari-Slope Mk. Il £16/16/-. Point | Pre-Amp. £10/10/-. 


UNITELEX MG4 


vam ogy to meet the need for a low-cost but flexible 5 watts general purpose amplifier, 


£8/18/6 
QUAD 


Quad I! £22/10/-. Quad Ii Control Unit £19/10/-. 





DEMONSTRATIONS ANY TIME | 


PICKUPS 





ACOS GP.20 Arm his _ a _ _ -_ — LL. - 2 
ACOS HGP39 Head Std. & LP... ee il _ -_ ~ Ch ae 
B.J. Arm sik pals me = one - £219 11 
COLLARO Standard Magnet P.U. i inl am nee oo .. €117 0 
COLLARO Studio O or P Pickup _ _ _ —-. ese & 
COLLARO Transcription Arm Studio “pr Pickup _ ome son . £415 9 
COLLARO Transcription Arm nnn vaaidie PR ase sue aie ne se 
DECCA XMS Heads, Std. or LP .. nas si . @a £214 8 
DECCA XMS P.U. with 2 heads ... ase ‘a a wee — ee Ss 
LEAK Dynamic P.U. with Diamond d Stylus on -_ _ _ wo. GI DF 6 
LEAK Dynamic Extra Head ee ini sin os «— aa 2 
Mu-Metal Transformer — ne —_ one .. £115 0 
CONNOISSEUR 3 Speed Transcription Motor (Latest Model)... a a aS 
COLLARO 3/554 3 Speed Motor and Pickup ... .. £818 4 
ye eng 2010 3 Speed Transcription Motor and “PX” Pickup .. £18 TT 

ARD 30! 3 Speed Transcription Motor ... wn a2 = 
GARRARD RC80M 3 Speed Autochanger with 45 r. P. m. Post _ .. £1812 9 
WOOLLETT 3 Speed Transcription Motor ... sale . Gee 8 © 


OCTAGONAL SPEAKER CABINET 
Designed for the G.E.C. Metal Cone 
Speaker. 
Price _ wai on .. £13 0 0 


R.j. SPEAKER CABINET 
The sensational new miniature 
Speaker Cabinet by Wharfedale. 
Price ro ‘ile au .. £910 0 


TUNER UNITS 
CHAPMAN S4. 


Unit Four Stage Feeder... .. £146 0 0 
CHAPMAN 5S5. 

Five Stage Feeder Unit _ — ae 6 F 
F.M.81 V.H.F. FM Feeder Unit —~ aa Se 
JASON FM Tuner ... sd .. £15 17 @ 


Postage and oe extra 
Carriage on cabinets 
according to mileage I0/- to 15/- 





Terms Available 


TELE-RADIO (1943) LTD 


1I89 EDGWARE ROAD, LONDON, W.2. 


Shop hours : Monday-Saturday 9 a.m. to 6 p.m. 





Phone: 


Thursday 9 a.m. to | p.m. 


PAD 4455/6 
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L/P tHe 
RECORD 
LIBRARY 


When reading 














Opera 

Ballet 

Orchestral 

Music 

Symphonies * costs . little as - 
approx.) per wee 

Concertos each L/P borrowed. 

Chamber and @ Return of Post Chang- 

Instrumental ing Service—YOU say 

Music how often. 

. @ Special arrangements 
Lieder for members 
Arias and interested in new 
Songs issues. 

@ Our completely com- 
Organ and prehensive catalogue 
Keyboard is currently extended 
Music to include virtually 
every recommended 

Plays L/P issued. 





MEMBERSHIP 
IS A 
MUST FOR 
YOU 





The GRAMOPHONE 


our Advertisements have you said to yourself... 


FOR YOU MORE THAN MOST 





Read what some of our members say : 


‘*May | congratulate you on the excellence of your Library— 
service and condition of records. | am more than delighted.”’ 

J.T.W., Abergavenny, Mon. 
‘*The records | have received afford me deep pleasure. | very 
much appreciate the standard of your Library service.”’ 

Dr. Herbert Howells, Lydney, Glos. 

‘**| would like to compliment you on the excellent packing and 
good condition of Library records.’’ 

A.R.T., Kingswood, Bristol. 
‘* Each parcel brings some fresh delight either in the form of some 
old favourite or some new work, acquaintance with which has too 
long been postponed ! ”’ 





K.P., Basingstoke, Hants. 








* Music Clubs and Gramophone Societies can reserve specific 


records for programmes planned in advance. 


Why not send a (I}d) stamped addressed envelope now for details to:- 


THE LONG PLAYING RECORD LIBRARY 


SQUIRES GATE STATION APPROACH, BLACKPOOL, LANCS. 


@ We 


“ Yes but I want a collection of L/Ps of my own...” 
THEN THE LONG PLAYING RECORD LIBRARY SERVICE IS DESIGNED 


We offer both an unparalleled way of building up a first-rate personal collection of the best 
L/Ps (together with the opportunity of hearing many other discs) and when you are net 
sure which recording to buy, our Comparison Scheme enables you to hear the best 
versions together—at home—on your own gramophone. 


can supply a 
brand new — 
teed unplayed) factory 
fresh copy of any 
available L/P to order. 
With each purchase 
goes a POST FREE 
change of Library 
records. 


e Pan of the LIBRARY 


PIES are them- 

selves marked down 
for sale at most 
reasonable second- 
hand prices. 
(Surely the ideal way 
to buy a ‘‘used”’ 
record is to hear it 
first !). 










\ JY) 
G 





and 


ra 


Does your loudspeaker arrangement suffer 
in this way—lacking balance between the 





hms 


To the music-lover this is a truism. Lose the “ timbre ” of the top notes, 


however, and ‘any ‘work, familiar or otherwise forfeits much of its merit 


most of its quality. 


THE SPECIFICATION 


higher notes and the bass? Then INCLUDE Response 3,000-20,000 c/s 
A KELLY —the new ribbon tweeter unit — and 2 ma - 
you not only restore the balance but also bring —— —_— 
out those subtle differences in the top register which are Impedance 15 ohms 
the charm and joy of the live performance. Pine 10,000 Gauss 


Full technical data, including combination cabinct dimensions, 
cross-over circuits, etc., available on request. 


Manufactured by Kelly Acoustics Ltd. 


EXCLUSIVE WORLD-WIDE DISTRIBUTION BY 


H.-F. REPRODUCER 


Dynamic Mass 0,008 gms 


Force mass ratio 
4x 10? dynes/gm 


Horn loaded 
1,000 c/s Cut Off 


Dimensions 8} x 5} x 4} ins. 


Weight 8 Ibs. 


THERMIONIC PRODUCTS LIMITED 
HYTHE - SOUTHAMPTON - HANTS 





Tel.: HYTHE 3265 


iS NOT ALL BASS 





LIST 
PRICE 


12 Gns. 
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e YOU WANT GUARANTEED UNPLAYED L.P’s— 
You MUST buy STAVE - SEALED ! 
| seeeoncstee: (a) unplayed L.P’s 
(b) rigidly examined for perfection 
(c) Stave-Sealed in our containers and dated 





NOTE.—Our incomparable post-free Stave-Sealed L.P’s are supplied in two categories—(1) with our 
inner Polythenes and (2) with inner rice-paper bags. State which preferred when ordering. 





* also—we have hundreds of slightly-used L.P’s for sale (S.A.E. for Catalogue). 


a and—we purchase your slightly-used L.P’s for highest prices (send 
discs or write for quotation). We also purchase 78 rpm 
Classical Vocals and certain instrumentals. 


HENRY STAVE & COMPANY 


(The Connoisseurs’ Postal Service) | | 
70 HAMPDEN W AY, LONDON * finally—we can supply our incomparable new L.P’s 





in exchange with your slightly-used L.P’s (or 
N.14 with Classical Vocals and Instrumentals). 
(ENTERPRISE 3668) GENEROUS ALLOWANCES. 
OUR 2” 10” 7” OUR RICE- 12” 10° OUR OUTER 12” 10” 





POLYTHENES 4/6 3/6 2/6 doz. | PAPER BAGS 2J]- 1/6 doz. CELLOPHANES 3/6 3J/- doz. 


















A new VOLMAR gramophone aa 
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Rio 
hen, 


Think of all the occasions when it would help to have a VOLMAR 
CADET. Enthusiasts who like to listen in private, flat dwellers, 
young people and those needing a good 3-speed instrument that 
is truly portable are amongst those for whom the VOLMAR 
CADET has been produced. It also meets those requirements 
where good volume and tonal quality are sought at genuinely 
modest price, and where appearance and craftsmanship are appre- 
ciated as well. The CADET is fully in line with the established 
VOLMAR tradition of quality. It is so compact and of such good 
performance that many will choose it for their own exculsive 
intimate listening above all else. 


1 
> * Triple-speed (78, 45 and 33} 
I 2 2 GNS r.p.m.) gramophone for A.C. 


COMPLETE mains. 

* New type motor. - 

* New type dual-sapphired turn- 
over high grade crystal pick-up. 

* New type amplifier. 

* 

* 





LD dee ‘eaten ie 


| ptcase send me full details of the VOLMAR | 
% CADET and complete range of other Volmar 
* Gramophones. 
| 
| 
| 





Conveniently placed tone and 
t volume controls. 

- a d e Well-made cabinet attractively 

finished in maroon and lizard 

Le ee ee ee ee | rexine. Size |2in. x 10in. x 6in. 


DE CietkeeNtcseneweweENetieeneKnes | 








| Take it with you everywhere 
' 
INDUSTRIAL SOUND EQUIPMENT LTD., !4! HIGH ST., BRENTFORD, MIDDLESEX EALing 1413 
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et LAWRANCE RICHARD MENAHEM tH: 


= Collingwood Gllsasser Pressler ee 


$333 conducting the LONDON SYMPHONY ORCHESTRA (Recorded at the John Hays Hammond with members of the GUILET STRING QUARTET = 32:2: 
Bt , Museum, Gloucester, Mass. sass 
sss: Overture, Scherzo and Finale—Schumann; : - nt on SE CS (toubls Sass) Sines 


sass ” h Sonata on the 94th Psalm—Reubke; . Bs: Sesss 
iss: Academic Festival Overture—Brahms; Sonata No. 1 in D minor—Gaiimant Sextet for Piano, Violin, two Violas, ’Cello 32:53 


i: Tragic Overture—Brahms...... PMC 1024 PMC 1025 and Double Bass—Mendelssohn..PMD1031 Hi 








- LPs FOR OCTOBER A 
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SSSSASSSSSSHSSTSSETESSSSSSSSESSSSESSSRETSESESESSSSSESSEEESEEEEEESEEESESESeesseeesess sese sescusessesessoeassse SSSGee cS senxeeeseeeascesea seses SSCSSSSSSSSSSSSHESSSSSSSSHASSSSSEESERESSSKUSESESSESSSSESSEEEEESSse 
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“A PARIS “se HUMPHREY LYTTELTON 


sss: Sous le ciel de Paris (LOUIS FERRARI et son Orchestre); 33535 oH 
#3322 A Paris (YVES MONTAND); sasss Introductory Blues ; sees 
Sese3 Ronde d’amours oublieés (DANY DAUBERSON); soess High Society ; South side stomp ; i. snr 
sssss Grands Boulevards (Yves MONTAND); sssee Basin Street Blues ; 

PH La Ronde de l’amour (TONY MURENA & Ensemble); sssee Sister Kate ; Trog’s Blues ; 

sssss Le Loup, La bicho et le Chevalier ss The Onions ; 









sssss (LOUIS FERRARI et son Orchestre); 

sess Mais qu’est-ce que j’ai? (YVES MONTAND); 

Les Halles de Paris (DANY DAUBERSON); 

Les Feuilles Mortes (YVES MONTAND); 

Jolie pluie d’eté (TONY MURENA)........ PMD 1030 


When the Saints go marching in 

(Recorded at the Royal Festival 

Hall, November 28th, 1954) 
PMD 1032 
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To our near friends everywhere 


IF YOU LIVE in Chelsea or thereabouts you’ of our service. We send records anywhere on 
have an unfair advantage over your fellow earth and pay postage on orders of £10 or more. 


gramophiles. You can reach The Gramophone jj orders for LP records are sent post free in 
Shop in a matter of minutes. There you will hear 


your favourite recordings on the finest equipment, i 
receive prompt and expert attention from our Incidentally, if you possess the keenest vision 


charming assistants, and plan to visit us with a and high-fidelity hearing, our display of gramo- 
most rewarding regularity. phones, radio, television and tape _ recorders 


Yet only those who require a space-ship to get deserves your closest examination. We think you 
to Sloane Street are temporarily beyond the orbit: will give it high marks. 


The Gram Opphone Shop 


RECORDS * GRAMOPHONES . RADIO . TELEVISION + TAPE RECORDERS 
130 SLOANE STREET, LONDON, S.W.I. (SLOane 900!) 


Come by bus (11, 19, 22, 46, 137) or by Underground to Sloane Square Station—just round the corner. 


this country. 
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= This is the 
= RECORD HOUSING 
= PLAN for growing 
= record collections 
SUL LELLUELLLE LLU 


£5.19 .6d. no tax 


Capacity 150 records 
(including 12” L.P.) 


Width: 20inches 
Depth: 15 inches 
Height : 26 inches 


Available in striped 
walnut, mahogany and 
oak. Apart from legs, 
*‘ Nordyk Cabinets’ are 
identical to units below. 





POU UOUOUUOTCAUT TODD E 


1) {UU00UUUUUUUGENOUUAQUUUUUUUUUUERUOOUOOOQOUOUOUUEEEOOOOOOUOOGOUEELAUAA ET 


2. As your collection grows—with a twist of the wrist 
you unscrew the legs 
and build with 

NORDYK UNITS 


£4.9. 6d. 


PER UNIT (NO TAX) 


errr 


20” wide x 15” deep x 
144” high 


Plinth 9/6 extra 
Each Unit holds 150 


records 
(including 12” L.P.) 


PTITELULLL EEL 


As specialists in record 
storage we offer a range 
fron 596 to 13 g.; 
holding from 100 to 500 
records: in traditional 
and contemporary stvles 


Write for full details of 
complete range and 
nearest stockist’ to 


RECORD 
HOUSING 


Brook Road, London, 
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All Static and Dust 
completely removed 
from Your Records 
as they are 


Instantly Fitted. 


Suitable for all 
Types of Record. 






Quality Improved. Surface 
Noise and Wear Reduced. 


PRICE 18/6, plus 6/2 purchase tax 








Obtainable from :—Messrs. Webb’s Radio, 
Quality Mart, The Gramophone Exchange, 
Peter Jones Ltd., Lancaster Hi-Fidelity Co. 

Your Local Dealer, or from 
CECIL E. WATTS 
Oakleigh Grange 
High Cross, near Uckfield, Sussex 











Learn the French’ 
they speak in France 
No textbook can teach you to tée—Zz> 


speak a foreign language correctly. 
To do that you must hear the rhythm, 
the lilt, the everyday speech of ordinary 
people. Linguaphone teaches you by 
this quick, thorough, effortless method. 
You learn by listening to the voices of 
distinguished speakers and professors 
on specially prepared Linguaphone 
records, following the words in the 
illustrated textbook. In half the usual 
time, this method enables you to speak, 
read and write the language—and, 
above all, to understand it when spoken. 
There is no formal learning. From the start you are thrown into the conversational 
atmosphere of the boulevard, the café and the plage. Put in fifteen minutes a day and 
in a few months you can express yourself freely in the language of your choice. - Find 
out all about this unique, modern method of language learning. Post the coupon below. 
(Unsealed envelope. 13d. stamp.) Full particulars will be sent by return. 


LINGUAPHONE FOR LANGUAGES 








*or any of 32 | (Dept. Y.26) 
languages including: | i 
; GC TTT EP eT PPT TTT TTT TTT Te TT 
German []_ Spanish [J | (Block Letters) ) 
Italian Russi 
O ae | AddreSS ..seseceececceseereeencneeneeeenencaeees | 
Other languages...... | | 


| @@ SSeS eeeeeeeeeeeesee eee eeeseeeeeeeeeeeeeee® 
eniekaanKameanehaene | To the Linguaphone Institute (Dept. Y.26.) 


Put a cross against the | Linguaphone House, 207 Regent Street, London, W.1. 
language and give your 
reason for learning. 


l 
| Please send me, post free, your 26-page book about [ 
Linguaphone and details of Week’s Free Trial Offer. 

l 


Ds ccenedenceoee (J have/have no gramophone.) 
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HIGH FIDELITY plus 


Behind the new RCA High Fidelity Amplifier stands over 
a quarter of a century’s skill and experience in designing 
professional sound reproducing equipment. This Amplifier 
includes several exclusive features entirely new to audio 
engineering, thus making it many years ahead of its time, both 
in design and construction. 

The resulting performance will be found to give a new meaning 
to high fidelity reception and a new realism to recorded music. 
The RCA High Fidelity Amplifier can be incorporated success- 
fully into any existing home audio system. The versatility of 
its input and output facilities coupled with the wide measure of 
control afforded by the Pre-Amplifier means that it can be used 
in conjunction with most high quality audio equipment. 





RCA PHOTOPHONE LIMITED 


An associate Company of Radio Corporation of America 


Lincoln Way, Windmill Road, Sunbury-on-Thames, Middlesex 


Telephone : Sunbury-on-Thames 3011 


HIGH VERSATILITY 


PRE-AMPLIFIER 


Inputs—Magnetic Pickup 


B.78. 16 mv input for rated output 300 c/s Turnover. 
6 DB Roll-off at 10 K c/s. 


A.78. 14 mv input for rated output. 500 c/s Turnover. 
16 DB Roll-off at 10 K ¢/s. 

L.P. 13.5 mv input for rated output. 500 c's Turnover. 
12 DB Roll-off at 10 K c/s. Flattened LF at 50csto + 13 DB. 
R.I.A.A. 11.5 mv input for rated output. 500 c/s Turnover. 
14 DB Roll-off at 10 K c/s. 3 DB Flattening at 50 c/s. 


Crystal Pickup .35 volt with inbuilt equalisation from constant 
amplitude to constant velocity output enabling switched 
replaying characteristics to be accurately employed. 


Radio/Tape High Level 200 mv. Flat characteristic. Low 
Level 50 mv. Flat characteristic. 


Microphone 6.5 mv for rated output. Flat characteristic. 
Mixer Facilities for microphone input with radio/tape/gramo 
inputs. 

Output. 1.2 volts from cathode follower stage. 


Tape Recording Output. 1.2 volts cathode follower 
independent of monitoring. 


Bass & Treble. Plus and minus 14 DB at 50 c's and 10,000 c/s. 
Volume. Twin ganged control giving correct gradation. 
Low-Pass Filter. Switched 10 K c/s, 7 K c/s, 5 K c/s and Flat. 
High-Pass Filter. Inbuilt, attenuating below 20 c/s. 

Filter Slope. Variable to 35 DB per octave. 

Power Requirements. 375 v/7 ma. 6.3 v/| amp. 


MAIN AMPLIFIER 


Output. 12 watts rated. Peak in excess of 20 watts over 


25-20,000 c/s. 

Distortion. Total harmonic less than .1% at 10 watts—700 
cycles. 

Noise Level. 85 DB below rated output. 

Damping Factor. Variable from positive to negative values. 
Frequency Response. Within 0.2 DB 20—25,000 cs. 
+ 0.5 DB 10—60,000 c/s. 

Feedback. 40 DB total. 

Output Impedances. 4 ohms, 7 ohms, 15 ohms. 

Input Voltage. |.2 v for rated output. 

Ancillary Power Supplies. 375 volts 45 milliamps, 6.3 volts 
2.5 amps available for VHF Tuner, Pre-amplifier and Tape 
Reproducer amplifier. 

Power Consumption. !30 VA at full load. AC Input 
100/150 and 200/250 volts. 


Price £448 0 O complete 





The GRAMOPHONE October, 1955 


Irish Melodies sung by 2 new operatic E.P’s 


JOHN M°CORMACK 


with 


GERALD MOORE 


at the piano 


FAUST victoria DE LOS ANGELES, y, 
NICOLAI GEDDA - BORIS CHRISTOFF . 
MARTHA ANGELICI 4 
Orchestra of the Théatre National de L’Opéra @ 
conducted by Andre Cluytens yA 
C’est ici?; Salut! Demeure Chaste et Pure; II 





























“Count John McCormack” etait un Roi de Thulé; O Dieu!; Ah! Je ris. F 
The Green Bushes; ranreew ? 
The Village that RIGOLETTO jan PeeRcE ¢7 ARTHUR 

nobody knows: ARTHUR NEWMAN - NATHANIEL ¢ FIEDLER 
SPRINZENA - LEONARD WARREN g. Boston Promenade 

Passing by: JOYCE WHITE - PAUL UKENA , Grohesten 
Maureen; Victor Orchestra conducted by @ Past”; Grand March 
eel The Lass with menato ~ ig - 7 (from ‘‘Aida’’) (Verdi) 
hoe ‘the delicate air; Recit.: Fila mi fu rapita!; 4 Marche Militaire (Schubert, 
Aria: Parmi veder le orch. Guiraud); March of the 


7ERSO54 lagrime; Povero Rigo- J little leaden soldiers (Pierné); 


- ee . 
+ letto!; Cortigiant, vil ? Funeral March of a Marionette 
razza. 7ERSO53 (Gounod) 


WW SS ; 7EP7019 
SS 4 FRITZ REINER 
RCA Victor Orchestra Minuet and 
dance of the blessed spirits from ‘‘Orfeo ed 
Euridice”” (Gluck); Air on the G String 
from “Suite No. 3 in D major” 





SS 
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SS 
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* f ACG XS (J. S. Bach) Pe 
yy N ABR. GG AKRRJ?>[S 7ERSOS2 ~~" - 
FRANK i. \ ~~ a 
' ‘a \N ie: MK ail SS \ S ee 
a ~ Se. = . 
‘Moonlight Sinatra’’ Fools Rush in; NS A <« QS os MARIO LANZA 
MM. - 





The Lamplighter’s Serenade; This is the 
beginning of the end: Street of Dreams 


7EG8128 XM°“[n’"’ 
o_o 
-o=-™ N 


a 
== GLENN MILLER \\ 
and His Orchestra WN 
P A SN 


‘‘Neapolitan Songs’? O sole mio; 
Marechiare; Mattinata; ’a  vucchella. 
7ERSOS1 





EARTHA KITT 
and ROBERT CLARY 


Excerpts from the film “*NEW FACES” 
Lucky Pierre; I’m in love with 
Miss Logan; Bal Petit Bal; 


**That Miller Music’”’ Over the 
Rainbow; When you wish upon a eo” 
star; Give a little whistle; 

A 


Faithful forever o yy Lizzie Borden 
YEG8135 oe” 7EG8134 
o” 
o ° ¢ y) 
_-7 a fine choice of “pops 
o” 
¢ 
of” RICHARD M. JONES RED NORVO CHARLIE ™~, 
and His Jazz Wizards and His Orchestra JOHNSON SQ. 
pine ; “‘The Red Norvo Orchestra’’ 6 . h 9 a 
‘Richard M. Jones plays The Blues’’ Jazzin’ There will never be another you: Charlie Jo nson | _ SA 
Babies Blues; Boar Hog Blues; Novelty Blues; While we’re young: Jersey bounce; 1! 4¢ Boy inthe boat; Walk that thing; 
Tickle Britches Blues 7EG8125 Summer night 7EG8127 Harlem drag; Hot bones and rice 7EG8131 
DUKE ELLINGTON «¢ His Orch DJANGO REINHARDT 

W ASHBOARD RHYTHM KINGS ‘Ellington plays the Blues’” Royal Garden ‘‘Django’s Guitar’? Parfum; Improvisation; 

“Wy é blues; Frankie and Johnnie; Memphis St. Louis Blues; Tea for Two 7EG8132 

ashboard Rhythm Kings (No. 2) Blues; Pretty Woman 7EG8129 
I’m Gonna Play down by the Ohio: , . . , . THE DEEP RIVER BOYS 
' AL COHN and His “Charlie’s Tavern ad as 

Underneath the Harlem moon; Ash man Sein “ites tte Chie? Sabin oan- Deep Harmony Ashes of Roses; 
crawl; Pepper Steak 7EG8126 Antenne Loaves . 7EG8130 September Song; Glad Rag Doll; 


Only Fascination 7EG8133 


“HIS MASTER’S VOICE” 4° 


7” 45R.P.mM. Extended Play Records 


7 ER Series 15/11 each 7EB Series 10/74 each 7EP Series 11/3} each 7EG Series 9/34 each 
THE GRAMOPKONE COMPANY LIMITED (RECORD DIVISION) . 8-11 GREAT CASTLE STREET LONDON . W.I 
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Arnold Bax Society 

AM delighted to be able to announce that 
Sibelius has consented to become President 
of the proposed Arnold Bax Society. He 

wrote to Mr. Clifford Gillam as follows : 

Jarvenpaa, 

Dear Sir, 10.8.1955 
Feeling deeply honoured by your 
request of accepting the presidency of 
the Arnold Bax Society I give my 
consent gratefully and whole-heartedly. 
I have a great admiration for the 
music of the English maestro and wish 
to the work of the Arnold Bax Society 


every SUCCESS. Sincerely yours, 
JEAN SIBELIUs. 


The membership of the Arnold Bax 
Society is growing steadily, but it is still 
short of the number necessary to make it an 
accomplished fact. I do hope that the 
generous words of the greatest living com- 
poser will inspire a worthy response. 
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EDITORIAL 


Académie du Disque Francais 

My election as corresponding member of 
the Académie du Disque Frangais was 
particularly welcome to me at the moment 
when I was notified of it, for I had just 
finished a long book called My Record of Music 
which is to be published by Hutchinson this 
autumn, and I was able to use it as a proud 
end to the record. My book tells the story 
of the early days of THE GRAMOPHONE and 
I am sure that many of our thousands of 
new readers will be astonished to know 
quite what a battle it was for the music which 
they are enjoying to-day. It is not my habit 
to talk about my own books in these pages, 
but on this occasion I hope I may be 
excused because so much of My Record of 
Music is about the gramophone. 
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The Editor’s diploma, signed by M. Edgar Faure, the French Prime Minister 
and Arthur Honegger. 


Duplications 

During the last few months some of the 
journals here and in America which either 
devote themselves wholly to the gramophone 
or carry reviews of records have been 
turning their attention to that old but ever 
new topic, the question of duplications. 

Thus, David Hunt, in Music and Musicians 
(August) mentions the danger of the record 
collector regarding a particular (recorded) 
performance as definitive, and considers 
that the more good performances of the 
work, whatever it may be, that are recorded 
“ the better are the opportunities for getting 
to know its many different aspects as under- 
stood and interpreted by responsible 
musicians’. Now there are performances 
so superlatively good that through them 
we build up our standards of musical worth, 
and in our secret hearts we do not expect 
ever to hear them surpassed. No intelligent 
person would expect to rely wholly on the 
gramophone record to acquire these 
standards, though it can do much to prepare 
the way and generally to educate ; but the 
live performance is the only true and final 
test. In the nature of things such perform- 
ances will be few and far between for many 
people, and in that case they can only 
check their impressions with those of a 
musician they have learnt to trust, but who 
is naturally not infallible. 

But desirable as it may be to possess a 
number of recordings of the same piece it 
would be interesting to know how many 
people can afford to do so, and it must 
mean limiting their field of vision ; for the 
recorded repertoire now offers vast and 
valuable opportunities for widening that. 

In an article in Musical Opinion (August) 
Donald Mitchell is scornful about what he 
calls “‘a kind of private community of 
record enthusiasts whose sole interest lies in 
the pages of the record catalogues and who 
busy themselves comparing six performances 
of the same work and recommending their 
friends to buy “ the best”, and who often 
strike me as totally uninterested in music, 
even indifferent to it. Their hearts are fully 
engaged by the quality of the record, ‘high- 
fidelity ’, and all the rest of their jargon ” 
Such persons undoubtedly exist in a small 
minority and may be allowed to indulge 
their fantasies without any harm coming to 
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music ; but it seems to me that a serious 
study (for those who can afford it) of 


different interpretations, which causes 
people not only to feel but to think about 
music, is by no means to be scorned, and 
would be a valuable exercise in comparative 
criticism in our schools of music. And when 
Mr. Mitchell goes on to declare loftily and 
with all the emphasis of italics that “‘ the man 
in love with a gramophone record can never hope 
to marry music’, I rush to champion the 
cause of those who do sincerely love their 
records for the sake of the music and the 
fine performances of it thus brought to them. 
They have made many sacrifices to form a 
collection and they rightly regard it with the 
pride with which a man looks at his library 
of books and recalls the hours of enjoyment 
and profit they have brought him. Nor is 
it to be scorned that reviewers get so many 
letters asking precisely for ‘‘the best 
recording ” of such and such a work (which 
means the most satisfying performance and 
the best recording of it), a matter in which 
a lot of people need guidance. It can always 
be pointed out that other interpretations as 
good exist, but for one reason or another 
this one is considered the best at present 
available. 

This present month, for example, has 
brought what seem to me the best per- 
formances we have yet had on LP of 
Chopin’s Twenty-four Preludes and Schu- 
mann’s Carnaval, and if I were a budding 
pianist I should learn much, I am sure, by 
trying to discover, by the comparative 
method, just why this is so. The real danger 
lies in young artists merely copying what 
established artists do, without thinking out 
their own approach. But that is another 
matter. 

High Fidelity (July) discussed duplications 
in an Editorial and quoted Roland Gelatt 
as partly agreeing with the opinion of 
Irving Kolodin, in his volume of the Guide 
to Long-Playing Records, that “ there was 
more well-performed music on pre-war 78- 
r.p.m. records than there is on to-day’s 
myriad LPs”. An associate editor, C. G. 
Burke, took the view that the long-play 
catalogues already hold as many out- 
standing performances as the 78-r.p.m. 
catalogues ever did. What do our readers 
think ? 

The Editorial mentioned above points 
out that we still await a really worthy 
recording of Mozart’s Eine Kleine Nacht- 
mustk, the existing eighteen or so versions 
all being unsatisfactory in one way or 
another, and goes on to list a number of 
other works in the same category, La 
Traviata, Faust, Schubert’s C Major and 
Mozart’s 39th Symphonies, Brahms’ Second 
Piano Concerto, Beethoven’s “‘Archduke ”’ Trio. 
“We could go on and on”, says the 
Editor—and so say all of us! But if some- 
times hasty and ill-considered, mediocre 
or badly engineered performances turn 
up, the standard in general is surely high 
and artists realise that the better recording 
gets, the greater their responsibility and the 
importance of what they do. 

It is a great ordeal at any time to make 
_ a gramophone record, and disturbing (at 
least to some artists) to know that it will be 
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put under a critical microscope in a way 
that a performance in concert hall or opera 
house cannot be. Perhaps those of us who 
review the results do not always bear this 
sufficiently in mind and are apt to pick out 
small faults that might easily pass unnoticed 
otherwise. But it is nevertheless only 
through, informed criticism, however fallible, 
that high standards of performance and 
recording can be maintained. A.R. 


Mozart Bicentenary Celebrations 
New recordings of four Mozart operas 
have recently been announced by Decca to 
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commemorate the 200th anniversary of 
Mozart’s birth on 27th January, 1956. 
They are : Don Giovanni, Le Nozze di 
Figaro, Die Zauberfléte and Cosi fan tutte 
A review of Don Giovanni appears in this 
issue and it is anticipated that Le Nozze di 
Figaro and Die auberflite will be avail- 
able during October or early November. 
Cosi fan tutte will not be issued until 
December. 

At the same time details have been given 
of two Italian opera recordings—Puccini’s 
Turandot and Verdi’s La Forza del Destino. 


No release dates are at present available. 





LETTER FROM AMERICA 


By HAROLD C. SCHONBERG 


OTE to Alec Robertson, who gently 

ticked me off in the August issue: I 
was merely passing on the remarks of 
various Artists and Repertoire men when 
I was discussing “‘ esoterica ”? a few issues 
back. I should have clarified by saying 
** saleable esoterica”’. Many of the A& R 
men are fine musicians, who know as well 
as the next man that Palestrina wrote thus 
and so Masses; that the literature of the 
great polyphonists has hardly been touched 
on LP. The point is that (a) a major 
choral work is beyond the means of a small 
company ; and (b) as Mr. Robertson says, 
very few organisations are equipped to deal 
with them, vocally and interpretively. As 
for smaller choral works, such as madrigals 
of the English and Italian schools, the 
public is too small for much support. Only 
the large companies can afford to take a 
loss on such items; and in the history of 
the record business it has been shown that 
the large companies are not always the 
artistic leaders. 

No. I am afraid that the first fine, 
careless rapture of LP has gone. ‘There 
will be recordings of ** esoterica ”’, but they 
will be relatively sporadic not as in) the 
early years of LP, where every month saw 
dazzling releases of music new to records). 
The time has not yet come when boards 
of record companies believe that they have 
a public trust in the music they release. 
They are in the business to make money ; 
and, as of now, the market for hitherto 
unrecorded items is calculated to lose 
money. Q.E.D. I am neither condemning 
nor supporting the idea; I am merely 
trying to state things as they are. 

The last few weeks have seen a little 


more activity, in preparation for a fall: 


season that bids fair to be overwhelming, 
than the earlier part of the summer had 
shown. Epic brought out a rather large 
list, chief among which was Bruckner’s 
Seventh Symphony in a fine performance 
by Willem van Otterloo and the Vienna 
Symphony. The work occupied three sides, 
with Bruckner’s G minor Overture filling 
the fourth. Epic too is launched on its 
Mozart bicentennial celebration ; latest 
in the series is a pair of Violin Concertos 
(Nos. 2 and 5) played expertly by Arthur 


Grumiaux and the Vienna Symphony 
under Bernhard Paumgartner, a good but 
unimaginative conductor—here, at any 
rate. Eduard van Beinum and the Concert- 
gebouw Orchestra present a complete 
Debussy Images : virtuoso playing ll 
around, but without much atmosphere. 
More interesting, because this is the first 
complete LP of the work, is Franck’s 
Psyche, with van Otterloo, the Hague 
Philharmonic and the Netherlands Chamber 
Choir. In over a_ generation of 
concert-going I have never heard the 
choral sections of Psyche, and parts of them 
are quite lovely. The performance here 
sounds excellent. Rounding out Epic’s 
current release is a coupling of Liszt’s A 
major (No. 2) and Rachmaninov’s F sharp 
minor (No. 1) Concertos, played by Cor de 
Groot, with the Hague Philharmonic under 
van Otterloo. The Rachmaninov is the 
better performance: nimble-fingered, clear 
musical ; the Liszt lacks imagination and 
flair. 

London is responsible for a _ strange 
performance of Gershwin’s Rhapsody in Blue 
and Concerto in F. Julius Katchen is the 
mannered pianist, and Mantovani’s orch- 
estra play in a manner that is a grotesque 
travesty of American jazz style. The only 
exciting London release of the month is a 
ten-inch disc on which George Malcolm 
offers warm, large-scale performances on 
the harpsichord of Bach’s Italian Concerto 
and Chromatic Fantasy and Fugue. A disc of 
Ravel’s Seven Popular Spanish Songs and 
Ravel’s Don Quichotte cycle presents an 
inferior baritone named Aurelio Estanislao. 
Other London discs include still more 
zarzuelas (will they ever cease ?), and some 
second-rate orchestral music by Serra and 
Chachavdze. On London’s Ojiseau-Lyre 
label, Annie d’Arco unimaginatively plays 
Weber’s first two Piano Sonatas (too bad ; 
recordings of them were badly needed), 
and the Collegium Pro Arte offers consci- 
entious performances of some Kappell- 
meistermusik by J. C. Bach. More interesting 
are eight charming Flute Sonatas by 
Leclair, well played by Jean-Pierre Rampal 
and Robert Veyron Lacroix. 

One of the best versions of the twelve 
Handel Concerti Grossi (Op. 6) ever 
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presented by Hermann 


recorded is 
Scherchen and the English Baroque Orch- 
estra on four Westminster discs. ‘These are 


rhythmic, sturdy, beautifully-controlled 
performances without any eccentricity. 
Brilliant recorded sound, too. Both 


Remington and Victor have a new Tchai- 
kovsky B flat minor Piano Concerto. 
Remington’s is a good low-priced version 
played by Conrad Hansen and the RIAS 
Orchestra under Wolfgang Sawallisch. 
Victor’s features Gina Bachauer and the 
New London Orchestra under Alec Sher- 
man. She plays the warhorse with breadth 
and virtuosity, handicapped somewhat by 
a noisy pressing. What a grand virtuoso 
she is! | ‘Tchaikovsky’s lesser-known G 
major Concerto has just been recorded by 
Friedrich Wuehrer on a Vox disc; but 
the last movement is so sadly cut that the 
performance is disqualified. Vox also has 
Ingrid Haebler and the Pro Musica 
Orchestra with Heinrich Hollreiser in 
Mozart’s Piano Concertos Nos. 6 in B flat 
and 8 in C, two early works played in a 
delicate, attractive manner. 


Capitol’s new discs are Tchaikovsky’s 
Symphony No. 5, handsomely interpreted 
by Steinberg and the Pittsburgh Symphony; 
and De Falla’s Harpsichord Concerto in its 
best LP version, played by Sylvia Marlowe 
with the Concert Arts Players. Also on this 
disc are Surinach’s Tres Tientos (for harpsi- 
chord, English horn, and percussion), and 
Rieti’s Partita (for harpsichord, flute, oboe 
and string quartet). The Surinach is 
Spanish mood music; Rieti’s score is a 
clever bit of interplay between classic and 
modern techniques. From Mercury come 
three discs devoted to Norwegian music, 
starting at Svendsen and working through 
to a handful of contemporaries. Not much 
of it sounds very original or imaginative. 
Best, perhaps, is Klaus Egge’s Second 
Concerto for Piano and String Orchestra. 


Nathan Milstein, one of the world’s 
outstanding violinists, has recorded Proko- 
fiev’s Sonata in D for Capitol (the Vitali 
Chaconne and Handel’s Sonata in D are 
also on the disc). Artur Balsam is the 
accompanist participating in Miéilstein’s 
Rafael Druian, 
the concertmaster of the Minneapolis 
Symphony, has all of three Mercury discs 
to himself, and the couplings are (1) 
Schumann A minor and Brahms A major 
Sonatas ; (2) Enesco’s Third Sonata and 
the Janacek Sonata; (3) Barték’s Second 
Sonata and the Ravel Sonata. John Simms 
is the pianist. Druian is a violinist of skill 
and not much subtlety or refinement ; he 
never goes deeply below the surface of the 
music. Much more convincing is Jan 
Tomasow, heard in a Vanguard disc of 
Fauré’s A major Sonata and the Debussy 
Sonata, accompanied by Franz Holetschek. 
This is elegant, aristocratic music-making. 
So is a Decca disc containing the first two 
Brahms Violin Sonatas, with Szymon 


Goldberg and Artur Balsam. 


Some unusual music is encountered on 
two Unicorn discs, one devoted to Stravin- 
sky’s Symphony in E flat (Op. 1), a student 
piece of no great interest composed in 1907; 
the other containing woodwind music— 
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Roland-Manuel’s Suite dans le goiit Espagnol ; 
Milhaud ’s Suite d’ aprés Corette ; Saint-Saéns’ 
Caprice sur des airs Danois et Russes ; Honeg- 
ger’s Rapsodie, and Poulenc’s Trio for Oboe, 
Bassoon and Piano. ‘These are superbly 
played by the Berkshire Woodwind En- 
semble, a group from the Boston Symphony. 

Considering that the Goyescas of Granados 
are in the periphery of the piano repertoire, 
it is cause for surprise that there are five 
LP versions. The latest two are from Vox 
and Decca, with honours going to Decca’s 
Alicia de Larrocha for the best LP version, 
one with style, technique and colour. 
Beside this kind of authoritative playing, 
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Vox’s José Falgarona sounds flurried and 
small-scaled. The best piano disc of the 
month was an RCA Victor reissue, on the 
low-priced Camden label, of a group of 
pieces played by the late Josef Lhevinne, 
who as a technician was inferior to none, and 
who was one of the last of the great group 
of romantic pianists who stemmed from 
Liszt and Rubinstein (Lhevinne had 
studied with the mighty Anton). Some 
Chopin, Liszt, Schumann and Strauss- 
Schulz-Evler are played as only Lhevinne 
could play them—with fire, poetry, and the 
singing tone that was always present when 
he touched the keyboard. 





LETTER FROM FRANCE 


By IGOR B. MASLOWSKI 


LTHOUGH the summer holidays are 

hardly over, the record industry is 
again in full swing, and the 1955-56 season, 
if it is to follow the pattern of September 
releases will probably establish a new 
** record.” 

Five complete issues of Don Giovanni 
are announced for the forthcoming months. 
The superb Busch Glyndebourne version, 
already available in Britain, has been 
released by La Voix de son Maitre in their 
Collectors’ Series: the Philips Moralt 
issue, reviewed in the September issue of 
THE GRAMOPHONE, is scheduled for October: 
the Columbia, Decca and Cetra recordings 
will follow, making with the Erato/ 
Swarowsky issue, released three years ago, 
a grand total of six. If multiple versions of 
other Mozart operas are to be issued for 
his bicentenary, the competition will cer- 
tainly be strong. Meanwhile, V.d.s.M. 
have released a selection from Idomeneo by 
the Glyndebourne Company with Sena 
Jurinac, Richard Lewis, Dorothy McNeil 
and Alexander Young. This is certainly a 


magnificent disc, even if it is not hi-fi. 


Speaking of operas, Columbia have issued 
the Karajan version of Hansel and Gretel, 
while Concerteum have released a good 
recording of Puccini’s Turandot with an 
all-La Fenice cast. 

In the vocal field the September lists are 
topped by the Vega recording of Poulenc’s 
Stabat Mater and Ducretet-Thomson’s Trois 
Petites Liturgies de la Présence Divine by 
Olivier Messiaen. Poulenc’s is such an 
intense, poignant and majestic work that 
one is sometimes moved to tears, and 
the interpretation by Jacqueline Brumaire, 
the Alauda Chorale and the Colonne 
Orchestra under Louis Frémaux make it 
a possible winner of one of the 1956 Grands 
Prix du Disque. Méessiaen’s Liturgies 
represent an efficient blend of ultra- 
modern sound and music of the Middle 
Ages, whilst their interpretation by the 
Ensemble Vocal Marcel Couraud, the 
André Girard Chamber Orchestra and 
Yvonne Loriod (playing the Ondes Mar- 
tenot) make it also a strong competitor for 
a Grand Prix. Finally, Contrepoint have 
a lovely disc of French provincial and 





Canadian Christmas Songs by the Ensemble 
Vocal Roger Blanchard. 

The largest part of the September 
release is, of course, represented by sym- 
phonic music. Ducretet have a wonderful 
disc of Ravel’s Mother Goose, Rapsodie 
Espagnole and Barque sur I’ Océan by the 
Théatre des Champs-Elysées Orchestra 
under Inghelbrecht, and the same forces 
offer a coupling of Fauré’s Pelléas et 
Melisande and Shylock, the latter appearing 
on LP for the first time. Also on D.-T. the 
same orchestra, under André Jouve, present 
brilliant performances of Prokofiev’s Ugly 
Duckling (with Francoise Ogéas, a gifted 
young soprano), the Summer Day Suite and 
the symphonic version of the Overture on 
Hebrew themes. The “ Pro Arte ” Orchestra 
under Kurt Redel have recorded a remark- 
able performance of Bach’s Concerto in 
A minor for flute, Redel himself being the 
soloist and Barchet playing the violin, 
whilst Contrepoint have issued a new 
version of Vivaldi’s Four Seasons by the 
Ensemble Sinfonia under Jean Witold 
which is as good as Miinchinger’s. 

Columbia’s French release is headed by 
Honegger’s Symphony No. 4 (Deliciae 
Basilienses) and the Symphonic Movement 
No. 3 by the Orchestre National under 
Georges Tzipine, who also have a disc of 
Overtures by Cimarosa, Boieldieu and 
Auber. Among Columbia’s International 
releases there are couplings of the Grieg and 
Schumann Piano Concertos by Gieseking, 
Markevitch’s recording of Saint-Saéns’ 
Carnival of Animals and Britten’s Young 
Persons’ Guide to the Orchestra, with André 
Reybaz, narrator, a novelty for the French. 

The Pathé-Vox recording by Frugoni 
and the Vienna ‘“‘ Pro Musica” S.O. con- 
ducted by Swarowsky of Saint-Saéns’ Piano 
Concertos Nos. 2 and 5 cannot compete, 
in my opinion, with the Gilels and Rikhter 
discs respectively (I prefer both works 
brilliantly rather than sensitively played), 
while Ulysses Kay’s Western Symphony and 
Virgil Thomson’s Filling Station, by the 
N.Y. City Ballet Orchestra under Barzun 
(also on P.V.), issued on the occasion of 
the Company’s presence here, were rather 
mildly met by reviewers. 
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From Philips come popular-priced ver- 
sions of Beethoven’s First Symphony 
(John Pritchard) and _ Berlioz’s Francs 
Juges and Béatrice et Bénedict Overtures (van 
Otterloo), while their artistic series in- 
cludes Hindemith’s Mathis der Maler coupled 
with the Concert Music for Strings and 
Brass (Ormandy and the Philadelphia 
S.O.) and Shostakovitch’s Tenth Symphony. 

Instrumental and chamber music releases 
have been less numerous than _ usual. 
Among the most interesting are the Tor- 
telier/Engel performances of the two Brahms 
"Cello Sonatas (V.d.s.M.), Perlemuter’s 
recording (P.-V.) of Schumann’s Fantasy, 
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Op. 17 and Areisleriana, Op. 16, and Helma 
Elsner’s performance of Telemann’s Twelve 
Fantasies for Harpsichord (P.-V.). 

The Folklore field includes Chant du 
Monde’s second disc of Bulgarian Folk 
Music by the Republic’s Official Ensemble 
under Philip Koutev. Besides songs cover- 
ing all Bulgarian provinces it contains two 
dances for a trio of bagpipes. —The demand 
for Folklore still being enormous in France, 
La Voix de son Maitre have issued another 
disc of Catalonian Sardanas by the Principal 
de Gerona under E. Casals, whilst Philips 
have produced a record of Spirituals by 
the De Paur Infantry Chorus. 





THE BRITISH 


INSTITUTE 


OF RECORDED SOUND 


AN EXPLANATION AND AN APPEAL 
By DESMOND SHAWE-TAYLOR 


ROM time to time articles and corres- 

pondence have appeared in THE GRAMo- 
PHONE drawing attention to a glaring 
deficiency among our national institutions : 
Great Britain has no comprehensive and 
publicly accessible collection of gramophone 
records. The need for such a collection 
will be obvious to the great majority of 
readers, and one might have supposed that 
it would be obvious to any intelligent person 
who had given the matter a moment’s 
thought ; in general this is true, but there 
are some people, usually of an older genera- 
tion, whose childhood experience of the 
primitive gramophone seems to prevent 
them from thinking of it as anything but 
a more or less superior toy. Such people 
would never dream of questioning the value 
of the British Museum Library, which 
receives by law a copy of every book and 
periodical published in Great Britain, and 
acquires everything of importance published 
elsewhere. But then the Library has been 
in existence for over two hundred years, 
and the first English book was printed by 
Caxton in 1477. Probably the lack of 
imagination of those who are unable to 
grasp the potentialities of the gramophone 
as an historical, artistic and scientific source 
is due to its comparative novelty. 

If the art of reproducing sound had been 
invented, let us say, a hundred years earlier, 
its historical importance would be clear to 
all. We could listen to Dickens reading 
his own works ; we could hear the voices 
of Shelley and Wordsworth, of Nelson and 
the Duke of Wellington. The musical 
consequences, with which we are here 
mainly concerned, would be still more 
dazzling. Pianists could model their Beet- 
hoven and their Chopin on the styles of the 
composers themselves; violinists could 
match their skill against that of Paganini ; 
singers could study the technique and the 
art of Rubini and Lablache, Pasta and 
Grisi and Jenny Lind. Perhaps, with luck, 
some small Viennese company might have 
left us an album of Schubert songs performed 
by Michael Vogl and the composer. 


Another hundred years backward through 
musical time, and we could listen to Bach 
improvising at his organ, or Farinelli 
bewildering European society with the 
power and pathos of his male soprano. 
Innumerable problems of scholarship would 
be cleared up for ever—that is to say, they 
would never have arisen. But the gramo- 
phone, as a contributor to musical history, 
is a bare fifty years old, and in consequence 
not one musician in a hundred has given 
a thought to its historical value. Every 
year, for example, records of Strauss and 
Elgar and Stravinsky conducting their own 
music have been vanishing from the cata- 
logues simply because they are superseded 
by new and technically superior versions ; 
which is all very natural and proper— 
provided that someone, somewhere, is 
ensuring that the composer’s own reading 
and tempo are not lost to the world for 
ever. I cannot recall a single pronounce- 
ment on this subject by an eminent British 
musician, a single authoritative demand 
for the formation of a national library, even 
a passing expression of anxiety about the 
periodical and often arbitrary destruction 
of matrices. It was the amateurs, like 
Sir Compton Mackenzie, who first grasped 
the importance of the gramophone’s pri- 
mary role as a disseminator of musical 
experience ; now it is again largely the 
amateurs who have shown themselves alive 
to its unique value as an historical source. 

After some years of preliminary spade- 
work, the British Institute of Recorded 


Sound has been legally incorporated under ° 


the Presidency of Viscount Esher as a non- 
profit-making company limited by guaran- 
tee ; it has been recognised by the Minister 
of Education and Inland Revenue as an 
educational charity, and has obtained from 
the Ministry of Works a 21-year lease of a 
large house, No. 38 Russell Square, ideally 
placed on the British Museum estate 
adjoining the North Entrance of the 
Museum. The signing of the lease was made 
possible by the generous encouragement of 
the Institute’s Honorary Treasurer, that 
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tireless benefactor of music Sir Robert 
Mayer ; the cost of repair and conversion 
of the house for its special purpose was met 
from a grant made by the Charles Henry 
Foyle Trust of Birmingham, who also paid 
for much of the equipment. The Arts 
Council have also given a limited measure 
of financial support—more, unhappily, is 
not within their means—and have shown 
their faith in the Institute’s future by trans- 
ferring to it their own circulating library, 
to be known in future as the Central 
Gramophone Library, which is available 
to gramophone and music societies, hos- 
pitals and other organisations. This 
circulating library, though housed in the 
Institute’s premises, will be kept entirely 
separate from the permanent collection. 
Already, although there has been no public 
appeal for records, the total number in the 
Institute’s possession is about 15,000, 
including the entire collection of the Central 
Music Library, which that body has gener- 
ously transferred. 15,000 records may seem 
a large number to the average private 
collector, but it must be multiplied many 
times if the Institute is to become a national 
collection in anything but name. 


Fortunately lack of space for storage is 
not likely to be a problem for some time, 
since the basement of 38 Russell Square 
could store between 100,000 and 200,000 
records, and there are three upper floors 
into which the Institute can expand as its 
resources grow. In addition to this space, 
the ground floor contains offices and a room 
seating about 100 people in which gramo- 
phone recitals and lectures will be held. 
Two sound-proof cubicles have been built 
and fitted with equipment of the most 
modern design specially adapted for the 
electrical reproduction, not only of modern 
tapes and discs, but of older 78s, hill-and- 
dale discs, and even cylinders. Of course 
the number of listening cubicles will be 
greatly increased as the demand for listening 
facilities is gauged and as support—not least 
financial support—grows. 


For there, needless to say, is the rub. 
The Institute is urgently in need of funds, 
and believes the time now ripe for an appeal 
to all interested sections of the public. To 
launch such a pioneer project in this country 
is nowadays a_ heart-breaking business. 
Almost all our great national institutions 
of a similar kind have been started by priv- 
ate philanthropy, and in due course taken 
under the wing of the state. That is the 
traditional British way. The Government 
is understandably reluctant to spend public 
money on a paper scheme which might 
come to nothing ; it prefers to help an en- 
terprise which is already at least on its feet. 
The trouble is that the day of great private 
fortunes is now over ; it is no longer possible 
to find the individual who has the means, 
even if he had the will, to launch such a pro- 
ject on a proper scale. So we find ourselves 
in a vicious circle. Charitable trusts, leaders 
of industry and other such natural sources 
of income would think better of the Institute 
if it enjoyed official status and Government 
support ; all the same Government depart- 
ments are naturally reluctant to do much for 
any project which is not already, to some 
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HERBERT VON KARAJAN conducting the PHILHARMONIA ORCHESTRA 
The Sleeping Beauty — Ballet — Tchaikovsky : 
Introduction ; Final (No. 4 from *‘ Prologue ’’); Pas d’action 
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COLUMBIA GRAPHOPHONE CoO. LTD.., 


_ EO SEL1532 
e MARIA MENEGHINI CALLAS with the pHiLHARMONIA ORCHESTRA cond. by TULLIO SERAFIN 

. ‘* Turandot ’??— Puccini: 

D In questa reggia — Act 2; Signore, ascolta!— Act 1; 

63 Tu che di gel seicinta—Actl... ... .. .. .. .. .. §EL1533 
> PAUL KLETZKI conducting the PHILHARMONIA ORCHESTRA 

n ‘* Midsummer Night’s Dream ’’— Incidental Music— 
2 Mendelssohn : 
. Wedding March; Dance of the Clowns; Nocturne ... SEL1534 
o KATHLEEN FERRIER Spring is coming (‘‘Othone’’)— Handel; 

- with GERALD MOORE Greeting — Mendelssohn (Duet with ISOBEL BAILLIE); 

mn Come to me soothing sleep (‘‘Othone’’)— Handel ; 

: I would that my love — Mendelssohn (Duet with ISOBEL BAILLIE) 
: ERICH KUNZ “Old Vienna”: SED5526 
D Ja, das Schreiben und das Lesen (from ‘*‘ Der Zigeunerbaron”’— 
> J. Strauss 2nd); 
ns Ach, wie so herrlich; Komm7’in die Gondel (both from ** Eine 

Nacht in Venedig ’’— J. Strauss 2nd) ; 
- Nur fir Natur (from ‘‘ Der lustige Krieg ’’ — J. Strauss 2nd) 
) S 
GLADYS RIPLEY with Lonpon syMPHONY ORCHESTRA cond. by GEORGE WELDON 
« Sea Pictures — Elgar: 


In Haven (Capri) ; Where corals lie; Theswimmer ... SED5525 
JOHN McHUGH “Ballads you love’’: 


Bless this house; Because ; Smilin’ through ; Intermezzo 
SEG7609 
GRAND MASSED BRASS BANDS (including st. HILDA’s, EDMONTON; G. C. & MET. RAILWAY: 
STOKE NEWINGTON BR. LEGION BANDS) 
Deep Harmony (Sweet is the work, my God, my King): 
Rimington (Jesus shall reign) ; 
MASSED BRASS BANDS (FrovDEN’s, WINGATE’S, BAXENDALE’S) 


Largo in G (Handel); 
Trumpet Voluntary — Purcell (with Henry Croudson, organ 
and Harry Mortimer,trumpet) .. .. ... ... ... ... SEG@7610 


RAY MARTIN and his Concert Orchestra 

** Melodies from Lehar, Strauss and Novello ’’: 

The Merry Widow Waltz — Lehar; 
Saluting Johann Strauss — Selection; Ivor Novello Selection 
SEG7611 
NORMAN WISDOM Beware: Dream forsale (both from film ‘‘Man of the Moment”’); 
: | Don’t laugh at me; Once in love with Amy (from the film 
‘*Where’s Charley ”’ iia igi nies SEG7612 











“CLEF SERIES” 


RECORDED UNDER THE PERSONAL SUPERVISION OF NORMAN GRANZ 
JOHNNY HODGES and his Orchestra 


Day dream; Sweepin’ the blues away; 





Standing room only; Below the Azores... ... ... ... §EB10006 
LESTER YOUNG and his Orchestra 
TRADE MARK A foggy day; Down’n Adam; 
Thou swell; Let’s fallinlove... .. .. ... .. .. .. §EB10008 
BILLIE HOLIDAY SINGS Yesterdays; Lover come back to me; . 
Tenderly; Storiny weather .. .. .. .. ... ... ... §EB10009 


BENNY CARTER and Orchestra | 
I’ve got the world on a string; Gone with the wind; 
Long ago and faraway; Igotit badand thatain’t good SEB10010 
FLIP PHILLIPS and his Orchestra 
Cottontail; Blues for the midgets: 
If I had you; What is this thing called love... ... ... §EB10011 
THE GENE KRUPA SEXTET Who’srhythm; Second helping blues .. .. ... .... 8EB10007 
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MAKE SURE OF YOUR COPY | 
SEVD THIS COUPON TOLAY 


EMG HANDMADE GRAMOPHONES LTD 
6 NEWMAN STREET, LONDON, W.1 


OF RECORD BUYING 


A completely new and up-to-date edition of the most important guide 
for record buyers ever published. 

Both impressions of the last edition were sold out within a month of 
coming off the presses, and no wonder, for The Art selects from all 
microgroove records issued, only the best versions of any particular work. 
The new edition includes every recommended microgroove record 
published up to and including September, 1955, and by the special 
system of grading, keyed in the first part of the book, the reader is able 
to tell at a glance whether the selected disc has the musical and technical 
qualities required. 

The new edition of The Art is ready now and costs only 3/- plus 3d. 
postage. As the demand is likely to be heavy we advise you to send the 
coupon below without delay to make sure that you get your copy. 


EMG HANDMADE GRAMOPHONES LTD 
6 NEWMAN STREET, LONDON, W.1 





Please send me a copy of ‘THE 
ART OF RECORD BUYING’ 
for which I enclose P.O. for 3/3d. 
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extent, a going concern. A reductio ad absurdum 
of this dilemma was reached when one body 
refused us a capital grant on the ground that 
we had no income, while another was un- 
willing to make a contribution towards our 
income on the grounds that we had no 
capital! But for the generosity of the indi- 
viduals and bodies mentioned above we 
could never have begun to break out of this 
vicious circle; and we now rely on the 
support of the public to enable the Institute 
to prove that it is not only a badly needed 
but a competent and efficient organiza- 
tion, capable—given adequate funds—of 
achieving its aims. 

Broadly speaking, the object of the Insti- 
tute is to do for sound-recordings what the 
British Museum Library does for the 
printed word. That is to say, it will preserve 
for posterity, and make accessible for study, 
gramophone and other records of all 
descriptions, including (1) Music of all 
kinds, all periods and all countries, (2) 
Poetry and drama, (3) Language and dia- 
lect, (4) Speeches and historical events and 
(5) Animal and bird sounds. This is not an 
exhaustive list ; other categories will occur 
to many readers, and none will be excluded. 
We have the approval and support of almost 
all the appropriate learned bodies and 
institutions in the country. We have also 
met with a most friendly reception from the 
leading record companies, and confidently 
expect their active support in the vital task 
of enlarging our collection and keeping it 
up to date. In America, all the principal 
record manufacturers—RCA Victor, Col- 
umbia, Decca, Capitol and others—have 
for many years voluntarily presented copies 
of all their records (other than the most 
ephemeral) to the Library of Congress, 
which possesses the largest collection in the 
world. In France and Italy the law provides 
that two copies of every published record 
must, if required, be deposited in the 
national collections in Paris and Rome, 
known respectively as the Phonotéque 
National and the Discoteca di Stato. It 
is greatly to be hoped that the British record 
companies will co-operate in the patriotic 
task of building a national collection as 
their sister companies in the United States 
have done for so long, and that the British 
Government will not do anything so silly 
as to compel the payment of purchase tax 
on new records given to the Institute in 
this way. It may fairly be said that if by 
any mischance the British Institute of 
Recorded Sound were eventually forced to 
abandon its long-term aims, years, if not 
decades, might elapse before another equally 
promising start could be made. In addition 
to the learned bodies named in our leaflet, 
we have the enthusiastic support of numer- 
ous leading musicians, including Dr. 
Vaughan Williams, Dame Myra Hess, 
Elena Gerhardt, Clifford Curzon, Denis 
Matthews and Yehudi Menuhin. Once 
our objectives become generally known, 
there is little doubt that the list could be 
indefinitely prolonged. 


Every reader of THE GRAMOPHONE is 
urge’ to make one or more practical 
contr:butions towards the task of achieving 
these objectives. First, financial. As has been 
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said, we are urgently in need of funds, both 
for the running and equipment of the 
Institute’s premises and for the essential 
object of acquiring records. Moreover, we 
need the moral support which would be 
given by the incontrovertible existence of 
thousands of well-wishers, subscribers and 
donors. There are various ways in which 
you can “lend us your aid ”’, as the old 
aria used to say. Best of all would be 
a “ Founder-Subscriber ”’ subscription of 
one or more’ guineas backed either 
by a Deed of Covenant or by a simple 
Banker’s Order. We cannot stress too 
strongly the desirability of such a 
backing ; the advantage to the Institute 
of a reasonably certain annual income 
from continuing subscriptions can hardly 
be exaggerated. On the other hand, we 
are well aware that among the most ardent 
enthusiasts and idealists are to be found 
many young people with very limited 
means, and we beg them to send us whatever 
they can afford as often as they can afford 
it. Even small sums will be welcome. For 
instance, the subscription to THE GRAMO- 
PHONE—perhaps the one thing in the world 
that has not gone up since 1923—remains at 
fourteen shillings a year. If a large propor- 
tion of readers could manage to spare the 
remaining six shillings out of their pound for 
the Institute, many of our most pressing 
problems would melt away like magic. 
Subscriptions and donations should be sent 
to the British Institute of Recorded Sound, 
38 Russell Square, London, W.C.1. 


Second and no less important, we want 
records: records of all sorts and descrip- 
tions, except those that are very badly worn 
—and in the case of really rare specimens, 
we would rather have badly worn copies 
than nothing. Now is the time when many 
collectors are rigorously weeding out 
hundreds of 78 discs which they know they 
will never play again, and in which, in the 
majority of cases, second-hand dealers are 
no longer interested : old symphonies 
and quartets are simply a glut on the market. 
Well, the Institute needs everything: 1926 
symphonies as well as 1938 jazz and 1904 
Melbas. Eyebrows have been raised in 
some quarters at our totalitarian appetite. 
But, after much discussion and reflection, 
it was decided that a national collection 
must be comprehensive, as the British 
Museum Library is comprehensive. We 
cannot tell just what will interest posterity ; 
we ourselves should like to know the taste 
of the Ancient Greeks in light music as well 
as in Olympian hymns, and centuries hence 
theses may be written on the influence of 
Delius’s harmony on the arrangements used 
by the Savoy Orpheans. The only safe rule 
is to be omnivorous. But that does not mean 
that we shall expend as much energy in 
collecting records of the Savoy Orpheans as 
in completing our sets of Caruso or Elisabeth 
Schumann ; it simply means that we shall 
reject nothing on aesthetic grounds. By the 
way, readers who happen to live abroad 
need not scruple to send records from over- 
seas as gifts to the Institute ; the importa- 
tion of such gifts free of tax and duty is one 
of the concessions which the authorities 
have made to our national aims. 
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Along with much encouragement from 
individuals, the Institute has encountered, 
at various times, enough obstruction and 
inertia to have defeated anyone less deter- 
mined and persistent than its invaluable 
Secretary, Mr. Patrick Saul. It was 
impossible even to appeal to the public 
until an immense amount of preliminary 
work had been done. “ The time is not 
ripe’’, we were told again and again. 
Yet my own experience of the gramophone 
public makes me optimistic: I believe that 
there is a vast fund of enthusiasm throughout 
the country for such a project as is here 
outlined, and I shall be surprised if both 
records and subscriptions do not come 
rolling in—although it must be frankly 
admitted that, in these early stages, we 
cannot offer many practical advantages to 
even the most generous of subscribers. It 
is late in the day to begin the formation of 
a national collection of records; yet in 
some respects I am more sanguine about the 
prospects of the Institute than I should have 
been ten or twenty years ago. Although 
during and since the war there has been 
wholesale destruction and deterioration of 
valuable matrices, both here and _ in 
America, yet the introduction of tape 
recording has made it a simple matter to 
copy rare originals without perceptible 
loss of quality; and I have good hopes 
that in due course we shall obtain from the 
companies permission to copy such records 
for strictly non-commercial purposes. That 
permission obtained, and the good name 
and competence of the Institute firmly 
established, I have no doubt that many 
public-spirited owners of very rare records 
will be willing to lend them for the purpose 
of copying. I hope too that, as we become 
better known, there will be an increasing 
tendency among the owners of large and 
important collections to leave them to the 
Institute—that is to say, to the nation. So, 
by one means and another, but mainly 
through the enthusiasm of individuals, we 
may at last be able to redeem the proud but 
by now empty boasts of the old advertise- 
ments. Do you remember how they used 
to run ? “* Thanks to the magic of science, 
the voice of Madame X (or of Signor Y) 
has at last been preserved for posterity ”’. 
Well, here is Posterity, but where are 
Signor Y and Madame X ? For the vast 
majority of young people, they have 
vanished into thin air. If readers of THE 
GRAMOPHONE can help the British Institute 
of Recorded Sound to achieve its objects, 
the actual aural evidence of the past can 
be saved and made permanently available. 
It is strange that Great Britain should have 
waited until 1955 to set such a project in 
motion ; at least let us wait no longer. 





LIBRETTI 


The Decca Record Company of 1-3 
Brixton Road, London, S.W.9 have now 
published libretti of the following operas 
to accompany the records previously 
issued. Britten: Turn of the Screw (2s. 6d.). 
Puccini: Manon Lescaut (Italian/English, 


1s. gd.). Verdi: La Traviata (Italian/ 
English, 1s.). 
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ANALYTICAL NOTES 
AND FIRST REVIEWS 


By 
ROGER FISKE 
MALCOLM MACDONALD - 
LIONEL SALTER 





ORCHESTRAL 


BACH. Overture No. 2 in B minor, 
BWV1067. Gustav Scheck (German 
flute), Fritz Neumeyer (harpsichord- 


continuo). Kammermusikkreis 
Scheck conducted by Gustav 
Scheck. Overture No. 3 in D major, 
BWV1068. Toni Schwab (trumpet), 
Li Stadelmann (harpsichord- 
continuo), Solisten-Vereinigung der 
Bachwoche Ansbach conducted by 
Fritz Reiger. D.G.G. Archive APM 


14033 (12 in., 36s. 54d.). 


Overture No. 2: 
Stuttgart Chamber, Munchinger (6/51) LX3043 
Wummer, Prades Orch., Casals (1/54) 33CX1108 
Philharmonia, Klemperer (4/55) 33CX1239 
Overture No.3 : 

Stuttgart Chamber, Munchinger (11/50) LX3002 
Philharmonia, Klemperer (4/55) 33CX 1240 

Berlin Chamber Orch., Benda (9/55) LGX66040 

This is an altogether exceptional B minor 
Suite : not because the soloist plays with 
great skill an early one-keyed German 
flute (whose hollow tone approximates 
more to the recorder than the modern 
concert flute), which sounds a little weak in 
places ; but because, for about the first time, 
a Bach concerted work has been recorded 
with the written rhythms interpreted 
according to Baroque practice. As a result, 
the Overture, whose apparent complexities 
usually cause such a muddle, becomes as 
clear as daylight, with the various string 
parts moving together in dotted rhythms 
instead of getting in each other’s way. The 
trills admittedly sound a bit fussy, but at 
least their endings have been properly 
worked out. Throughout the suite too the 
problem of decoration has been resolutely 
tackled by someone who understands what 
is what: in the Sarabande the bass line is 
made to match the first violin, with which 
it is in canon; in the Badinerie the flautist 
adds pleasant small variants in the repeat 
of the second half. And the performance ? 
Quietly controlled, well phrased, with apt 
tempi (the Bourrée, brisk without being 
heavy or scrambled, should be compared 
with the two Columbia versions) and tone, 
and a discreet but imaginative continuo 
(the player is not afraid of an occasional 
sparkling four-foot), this might be taken as 
a model for the right approach. Even if 
you are one of those people who don’t 
care a hoot for musicological niceties, there 


TREVOR HARVEY - 
ANDREW PORTER ° 


PHILIP HOPE-WALLACE 
ALEC ROBERTSON 
° DENIS STEVENS 


is no. better LP _ version available : 
Klemperer’s is stodgy and insensitive and 
with far too prominent a flute, and Casals’s 
well-meant and thoughtful but thick in 
tone and unconvincing in tempi; only 
Miinchinger’s has the vitality and lightness 
necessary, though he tends to be over- 
deliberate and his recording is not all that. 
(I must, in passing, disagree with both 
W.R.A. and A.P. in their estimates of this 
last version.) So, all in all, a victory for 
the scholars. 

The reverse of the disc therefore comes 
as all the greater shock, and lets down 
D.G.G.’s hitherto unbroken high standard. 
When I put it on the turntable someone 
who was listening with me _ exclaimed, 
““Something in the room’s jangling in 
sympathy with the first chord!” ; but as 
the music progressed it was clear that 
the buzzing judder we had heard was a 
harpsichord, horrifically magnified to 
science-fiction-monster size. Throughout 
the suite its every chord etches a way 
through a full tutti of strings and trumpets 
to assault our ears, and the effect is peculiarly 
exhausting. However, even trying to 
disregard this, the performance is a stolid, 
graceless one, with little sense of Bach style 
(listen to the Air), and no perceptible light 
and shade. Could the dances be more 
slam-bang ? I doubt it. For the Third 
Suite, as I was writing last month, 
Miinchinger is still the best bet. But yet 
another set of the suites is due in the not- 
too-distant future. L.S. 


BARTOK. Divertimento for Strings. 

MULLER. Sinfonia No. 2 for Strings 
and Flute, Op. 53. André Jaunet 
(flute), Zurich Chamber Orchestra 
conducted by Edmond de Stoutz. 
Decca LXT5081 (12 in., 36s. 54d.). 


Divertimento : 
Berlin R.1.A.S. S.O., Fricsay (3/55) DGM18153 


Miller, the label says, quite simply, and 
the sleeve-note has not reached me. But this 
is evidently Paul Miller, born 1898, the 
Zurich composer whose Sinfonia No. 1 for 
Strings has already been recorded by Decca 
(see L.S.’s review of April, 1953), repre- 
sented now by a work too recent to have got 
into the Grove catalogue. Much of what 
L.S. said about No. 1 I feel about No. 2: 
“driving force of his counterpoint never 
becomes purely mechanical . . . attractive 
lyrical vein . . . second movement perhaps 
a little on the long side’. But the work asa 
whole I listen to with less pleasure than to 
No. 1. The slow movement of this new work 
is much drier in feeling, though skilfully 
put together. One hears the work with mild 
enthusiasm, warming a little to the pretty 
lay-out of the finale. 
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Edmond de Stoutz would not seem to ge: 
as pointed playing from the Zurich strings 
as does Paul Sacher. This is more noticeable 
in the Barték coupling, which must inevit- 
ably suffer by comparison with the very fine 
D.G.G. disc. Mr. de Stoutz is less attentive 
to detail than Fricsay, and passes over some 
of the indications of this elaborately labelled 
score. For example, the poco rall. of bar 13 
in the finale is beautifully realised by 
Fricsay ; in the new Decca, simply a point 
missed altogether. The string band sounds 
small, and its tone much less resilient ; the 
R.1LA.S. players lose nothing in finesse by 
being a body with more reserves of tone in 
hand. The disc can be recommended to 
those interested specifically in contemporary 
Swiss music. A.P. 


BEETHOVEN. Romance No. 1 in G 
major, Op. 40. Romance No. 2 in 
F major, Op. 50. Zino Francescatti 
(violin). Symphony Orchestra con- 
ducted by Jean Morel. Philips 
ABE10.003 (7 in., 12s. 7d.). 


Coupled as above : 
Heifetz, R.C.A., Steinberg 
Ferras, Hamburg Phil., Ludwig 


There is nothing much to choose between 
these two versions of the Romances. 
Francescatti plays them with rather more 
conviction and feeling, Heifetz with more 
elegance. Neither recording is outstanding ; 
the Philips one is perhaps a shade more 
comfortable. I think I would choose the 
Heifetz account, which contains some 
fascinating fiddling. 


BEETHOVEN. Symphony No. 7 in 
A major, Op. 92. Berlin Phil- 
harmonic Orchestra conducted by 
Eugen Jochum. D.G.G. DGM18069 
(12 in., 36s. 54d.). 


Concertgebouw, Kleiber 
Philharmonia, Karajan 
Vienna Op., Scherchen 

New York SO, Walter 

Belgian Rad. SO, Andre 
NBC SO, Toscanini (4/54) (H)ALP1119 
Detroit SO, Paray (10/54) MG50022 
Berlin PO, Kempen (3/55) ABL3017 


The ninth Seventh is a good reliable disc, 
which I would place alongside those by 
Walter, André and van Kempen as per- 
formances one would be quite happy to 
hear at a non-festival concert. The Karajan 
and Kleiber readings each have something 
more: the former classical poise and 
beautifully fashioned detail, the latter a fire 
which makes each hearing and rehearing of 
the disc a memorable experience. I would 
still advise intending purchasers, who do 
not rate recorded sound as first considera- 
tion, to choose between that pair. Each, 
indeed, is well recorded, the Columbia disc 
in particular having great richness and 
fullness. 

The new D.G.G. is also a good recording 
—strikingly so in the first movement. The 
timbres of the instruments are kept beauti- 
fully distinct, but the balance is good, if 
perhaps a shade on the bassy side (so was 
the sound of the orchestra in real life at the 
Edinburgh Festival this year). Jochum’s 
tempi are nicely judged, and steer a middle 
path between the extremes (between, for 
example, Karajan’s very deliberate and 
imposing treatment of the opening 000 
sostenuto, and Weingartner’s violin passages 


(4/55) 7ER5035 
TM 68043 


(4/51) LXT2547 
(3/53) 33CX1035 
(1/54) WLP5039 
(1/54) 38CX1120 
(2/54) LGX66011 
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FRENG 
French! 








° SO Learn French as they speak it in France—quickly, easily 
wearecetsntenatcntonseta®” and at low cost. Learn it through the new DAILY EXPRESS 
nee tetee course in spoken French—‘Basic Conversational French’— 
now on sale at all Keith Prowse Branches. This course is 
the result of years of research into all systems of language tuition. 
It comprises 80 minutes’ spoken French on long-playing records, 
plus a 450-page textbook. The records are spoken by Frenchmen and 
women who are experts in language teaching. The textbook is lavishly 
illustrated, clearly set out and fun to use. The whole course is designed 
to teach YOU French quickly and enjoyably. A few minutes every 
evening with Basic Conversational French will help you to get a great 
deal more pleasure out of your next visit to France. The price of the 
complete course—with no extras, no instalments, no fees 
of any kind to pay—is £4.10s. That’s a sacrifice price—and it applies 
only to the limited first edition. So get your course today— 
from your nearest KEITH PROWSE Branch. 

a 





BRANCHES: 90, New Bond Street, W.1. 
159, New Bond Street, W.1. 
5/6, Coventry Street, W.1. 
47, Kensington High Street, W.8. 
50, Fenchurch Street, E.C.3. 
45, Aldwych, W.C.2. 

129, Baker Street, W.1. 
71, Bishopsgate, E.C.2. 
93, Knightsbridge, S.W.1. 
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**His Master’s Voice’’ announce 


the release of the first list of 
HIGH FIDELITY 


TAPE RECORDINGS 


revealing to the music lover the amazing achievement 


of recorded sound in depth and breadth recently 
demonstrated in the ““HIS MASTER’S VOICE” HALL OF 
SOUND AT THE RADIO SHOW, EARLS COURT. 
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———$———_—————»  § THE GRAMOPHONE COMPANY LIMITED (RECORD DIVISION ) 811 GREAT CASTLE STREET , LONDON , W.) 
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| | 
> 
: A Glyndebourne Festival Opera Recording of Act Il of : 
| “LE NOZZE DI FIGARO ??__ MOZART (with recitatives) 
: with Sesto Bruscantini, Graziella Sciutti, Ian Wallace, Monica Sinclair, | 
| Risé Stevens, Franco Calabrese, Hugues Cuenod, Sena Jurinac, Gwyn Griffiths | 
| The Glyndebourne Festival Orchestra. Conductor: Vittorio Gui. : 
| Producer: Carl Ebert. Head of Music Staff: Jani Strasser 
SAT1003-4 
: PAUL TORTELIER (Violoncello) 
| The Philharmonia Orchestra conducted by SIR MALCOLM SARGENT 
| Concerto in B Minor — Dvorak SAT1000-1 
| 
| VITTORIO GUI Conducting The Glyndebourne Festival Orchestra 
| Jeux d’Enfants — Suite — Bizet SAT 1002 
| | 
| NICOLAI MALKO Conducting The Philharmonia Orchestra | 
: Casse-Noisette (‘‘ Nutcracker’’) Suite — Tchaikovsky SCT 1500 | 
: EFREM KURTZ conducting The Philharmonia Orchestra : 
| Homage to Pavlova Vol. 1—‘‘Autumn Leaves’? — Chopin | 
(a) Nocturne, Op. 15, No. 2 (6) Etude, Op. 10, No. 12 
| ) | 
(c) Nocturne, Op. 27, No. 2 (d) Fantasie Impromptu, Op. 66 SBT1250 
| 
| NICOLAI MALKO he Philharmonia Orchestra 
: Symphony No. 1 in D Major (‘‘ Classical’’) — Prokofiev SDT1750 
| 
‘SAT’ series 3 gns. each ee 
‘SCT’ series £2.15.0 each = 
i including tax : = = 
ae Se ae ‘SBT’ series £2.7.6 each = ‘ = 
‘SDT’ series 2 gns. each = Sir Maleolm Sargent = 
Available for sale October 4th, 1955. E HAS SAID OF THIS NEW 
_____& — DEVELOPMENT THAT IT IS 
= @@ the one fundamental 
= 
> : development in sound 
= recording and 1 
= reproduction which = 
. E Z 
Tape Recordings = musicians have been = 
: ; : , = awaiting for years. = 
give a dimensional sound picture, over the whole = ihemmttid = 
frequency range, of studio, stage and concert hall = : = 
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EIGHTH RELEASE 





PETROUCHKA 


—Strawinsky 
RIAS Symphony Orchestra, Berlin 
Conductor : FERENC FRICSAY 


DG 17003 


STABAT MATER 


—Rossini 

Ernst Hafliger 
RIAS Kammerchor 
St. Hedwigs Cathedral Choir 
RIAS Symphony Orchestra, Berlin 
Conductor : FERENC FRICSAY 


(Coupled with) 


PSALMUS HUNGARICUS 


—Kodaly 
Ernst Hafliger, Tenor 

RIAS Kammerchor . St. Hedwigs Cathedral Choir 
RIAS Children’s Choir 

RIAS Symphony Orchestra, Berlin 
Conductor : FERENC FRICSAY 
DGM 18203/4 





Available Ist October 


BEETHOVEN 

Grosse Fuge, Opus 133 . String Quartet, Opus 135 
KOECKERT QUARTET DGM 18154 
BRAHMS 


Symphony No. 4, E minor, Opus 98 
The Berlin Philharmonic Orchestra 


Conductor: EUGEN JOCHUM DGM 18183 


CHOPIN 


Fantasy, Opus 49 . Barcarolle, Opus 60 


Mazurka, Opus 24/4 . 4 Impromptus 
Berceuse, Opus 57 


JULIAN VON KAROLYI, Piano DGM 18068 


GRIEG 


Piano Concerto, A minor, Opus 16 
ADRIAN AESCHBACHER, Piano | 
The Berlin Philharmonic Orchestra 


Conductor : LEOPOLD LUDWIG DG 16075 


HAYDN 


Symphony No. 94, G major, ‘‘ The Surprise ” 
The Berlin Philharmonic Orchestra 


Conductor: FRITZ LEHMANN DG 16012 


MOZART 


Piano Concerto No. 26. D major, K.537 (Coronation) 


Concert-Rondo for Piano and Orchestra, D major, 
K.382 


CARL SEEMANN, Piano 
The Berlin Philharmonic Orchestra 
The Bamberg Symphony Orchestra 


Conductor : FRITZ LEHMANN DGM 18143 


Please write for inclusion in our mailing lists to: 


HELIODOR RECORD COMPANY LIMITED + 8 CLARGES STREET + LONDON, W.1 
SUBSIDIARY COMPANY OF THE DEUTSCHE GRAMMOPHON GESELLSCHAFT HANNOVER 


GROSVENOR 3095 
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‘“‘ which seem to fly up like airy sprites ”’). 
The Scherzo is a little too rollicking, too 
much “ unbuttoned”’ in mood (though 
not in execution), for my liking. In the 
Finale the calculations of the pivotal 
tenutos is not always convincing. Nor does 
the recording remain so lifelike here. ‘There 
could with advantage have been a little 
more space between the movements on each 
side. Nevertheless, a worthy version filled 
with solid virtues. A.P. 


BEETHOVEN. Piano Concerto No. 1 
in C major, Op. 15. Rudolph 
Serkin (piano), Philadelphia Or- 
chestra conducted by Eugene 
Ormandy. Philips ABR4040 (10 in., 
278. 34d.). 

Gulda, V.P.O., Boehm (1/52) LXT2627 

Badura-Skoda, Vienna Op. Orch., Scherchen 
(6/54) WLP5209 

Wuehrer, Vienna Pro Musica, Swarowsky- 


(10/54) PL8400 

In one respect at least this performance 
is different from all the others—the first 
movement sounds at least twice as fast as 
any other pianist takes it. (That is the 
effect, though in fact, of course, it is nothing 
like as much as that). When I had heard it 
I returned to Badura-Skoda and wondered 
how I could ever have endured such a flat 
and dreary tempo. But I mistrusted that 
feeling and slept on it. Next morning I 
started again, but this time playing Badura- 
Skoda first. It seemed just right. And so 
did Wihrer’s excellent performance at 
about the same speed. 

So, if I may advise from this experience, 
don’t succumb too easily to the effect of 
Serkin’s sprint, sparkling and brilliant as it 
always is. Yet nobody would accuse Serkin 
of speed for speed’s sake or of showing off 
or anything like that. He evidently 
genuinely feels it that way, no doubt he 
would give good reasons if you questioned 
it, and he brings it off superbly. The 
plunging downward scale into the recapitu- 
lation goes for even less than it usually does, 
I must admit, but the rest is brilliant. The 
slow movement is played with the greatest 
beauty and the finale is full of delight. A 
performance to be reckoned with, in fact, 
as far as the soloist is concerned. 

The orchestral part is not always so 
happy, Ormandy often seeming to want to 
press on, even in the already speedy first 
movement. As to the recording, the piano 
tone is excellent but the orchestral sound 
lacks a certain amount of quality—a special 
pity, for this concerto has not yet had a 
first-class all-round recording. Still, this 
record is to be heard, together with those 
of Badura-Skoda and Wihrer. But please 
take my advice and don’t start with Serkin. 

T.H. 





Classical LP Catalogue 

The September edition of THz Gramo- 
PHONE CtassicAL LP CaTALocuE is now 
available, price 2s. 6d. or 2s. gd., direct 
from the publishers at 49 Ebrington Road, 
Kenton, Middlesex. All classical LPs, MPs 
and standard and extended 45s, issued 
during the period June, 1950 to September, 
1455 are listed. There will be no Artist 
I::dex in this edition or that scheduled for 
plication in December. 
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BEN-HAIM. “Fanfare to Israel ”— 
March. Israel Philharmonic 
Orchestra conducted by Paul 
Kletzki. 

IMBER. Hatikvah. Israel Philhar- 
monic Orchestra with the Tel-Aviv 
Chamber Choir conducted by Paul 
Kletzki. Columbia LX1620 (12 in., 
8s. 114d.). 

Though to each country its own national 
anthem is something to treasure, to the 
impersonal ear some anthems are musically 
better than others. Among the finest are 
—leaving aside Haydn’s Emperor’s Hymn— 
the Dutch, the Slovak and the Israeli. 
Hatikvah is a noble tune, and it is played 
here with appropriate fervour. The choral 
verse (sung in what is oddly termed “‘ new 
Hebrew ”’, presumably meaning only the 
modern, as opposed to the dead classic, 
tongue) suffers from a recording gimmick, 
the start being practically inaudible and the 
volume control then being brought up 
higher and higher to aid the musical 
crescendo. The title of the piece on the 
reverse—by one of Israel’s leading com- 
posers—may give the unprepared listener a 
wrong impression: for this is no flag- 
wagging, breezy march, but an ominous 
fanfare leading to a moving eight-bar 
lament in slow march time, beginning 
quietly on strings and increasing in instru- 
mentation through six repetitions. The 
trumpets are not all they might be at the 
end: the recording is fair. L.S. 


BORODIN. Polovtsian Dances, Act 2 ; 
Prelude, Polovtsian March, Act 3 ; 
from “ Prince Igor ”’. 

LIADOV. Eight Russian Folksongs, 
Op. 58. Polka from “Les Vendredis’’, 
Set 1, No. 3. Philharmonia 

Orchestra conducted by Nicolai 

Malko. H.M.V. DLPiog2 (10 in., 
24s. 64d.). 

It was only in August that I received the 
last Polovtsian Dances and I wonder if the 
arrival of another so soon may be put down 
to the hand of Fate (or Kismet). One is 
rather glad to find anything that distin- 
guishes one good performance of these 
much-played pieces from . another—but 
here there is an interesting point. When 
Malko gets to the return of the melody, in 
the middle of the presto, he slows the tempo, 
instead of keeping strictly to the same beat, 
as is usually done. The reason for this 
usual practice is that when the exciting, 
leaping stuff returns, together with the 
romantic melody, the two may combine 
happily without the leaping stuff (for want 
of a better description) being held back. 
But when you come to look at the score, 
Borodin does not direct this. He marks the 
quick dance initially presto, deliberately 
writes moderato for the romantic tune, makes 
no other marking when the two combine, 
but does deliberately put presto again (and 
the original metronome mark) much later 
on, when the lively dance is free of the 
romantic melody. I don’t know if I have 
described that clearly—but interested 
readers can easily get hold of a score, no 
doubt, and see that Malko has been 
thoughtful and correct. 

Performance and recording are good, 
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though in neither respect quite as good as 
the Mitropoulos version I wrote about in 
August. On the other hand, you may not 
be greatly excited by his coupling (Borodin’s 


Steppes of Central Asia and _ Ippolitov- 
Ivanov’s Caucasian Sketches) and may prefer 
the Liadov Folksongs, some jolly, others 
melancholy. As to the Polka, that’s a real 
charmer. All most attractive and admirably 
done in every way. T.H. 


BRAHMS. Hungarian Dances : No. 1 
in G minor; No. 3 in F major; 
No. 10 in F major; No. 17 in F 
sharp minor. Philharmonic Sym- 
phony Orchestra of New York 
conducted by Bruno Walter. Philips 
ABE10002 (7 in., 12s. 7d.). 

These dances, two familiar favourites 
and two less-known ones (including the 
beautiful No. 17), seem to be very well 
played indeed. Unfortunately they have to 
get through an unsatisfactory recording, 
hollow and in places rather confused. This 
makes it impossible to give much recom- 
mendation to music that has already been 
a good deal recorded in better wey. 

T. 


BRAHMS. Academic Festival Over- 
ture, Op. 80. Tragic Overture, 
Op. 8&1. 

SCHUMANN. Overture, Scherzo and 
Finale, Op. 52. London Symphony 
Orchestra conducted by Lawrance 
Collingwood. Parlophone PMC1024 
(12 in., 32s. 44d.). 

Good, straightforward performances of 
the Overtures—and after some of the 
Brahms I have lately been listening to, 
anything of that composer played in a 
straightforward manner is welcome. In 
neither overture is the movement always 
as strong rhythmically as it might be, 
especially in exciting phrases that yet want 
breadth. All the same, the Academic Festival 
is thoroughly lively, while the Tragic is 
particularly distinguished by a beautifully 
played (and recorded) middle section and 
the magical bit that immediately follows it. 

The Tragic Overture is taken far more 
swiftly than I can personally accept—Boult 
on his old 78 set seemed to me to get it 
right—but no other conductor seems to 
agree with me (except Boult!), so I can 
only record this as a personal view. What- 
ever one may think about that, this new 
record is certainly welcome for the only 
other LP version gives us van Beinum 
completely, and incredibly, misreading the 
tempo of the middle section. Collingwood 
carries out the composer’s direction here. 

The Schumann, all too little known, ‘is 
a rather better performance than its only 
alternative (Schuricht, coupled with the 
Third Symphony, on Decca LXT2985) but 
both fail to give us all the charm of this 
charming work, especially in the Scherzo 
where the over-quick speed also misses the 
tenderness innate in its Trio. However, 
this new version is a reasonably acceptable 
one and it is good to think that the work 
may now get better known and appreciated. 
That it is misunderstood, even by the 
experts, is shown by one critic who dis- 
missed it with the comment that “ it seems 

Cc 
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to consist of painstaking workmanship 
applied to indifferent material ” (admitting 
to not having heard a performance). The 
workmanship is better than in the full- 
blown symphonies, the scoring being lighter 
and the woodwind parts freer: the material 
is Schumann at his most engaging. 


The recording is not quite as rich and 
full as Parlophone so consistently give us, 
but it is clear and well balanced— 
perfectly acceptable, in fact. T.H. 


BRAHMS. Symphony No. 4 in E minor, 
Op. 98. Berlin Philharmonic 
Orchestra conducted by Eugen 
jJochum. D.G.G. DGM18183 (12 in., 
36s. 54d.). 

L.S.O., Krips (11/50) LXT2517 
N.B.C. S.0., Toscanini (6/53) (H)ALP1029 
New York P.O., Walter (10/54) ABL3008 
New York Stadium S.O., Bernstein 

(12/54) AXTL1066 

I do not think I have ever heard any 
Brahms movement played with such vari- 
ations of speed as Jochum uses for the first 
movement in this performance. It begins 
so slowly that one can scarcely believe it. 
Then comes the inevitable accelerando, like 
a long and heavy goods train gaining speed, 
to a brisk allegro. After that it seems that 
anything may happen, as long as the 
maximum of momentary effect is made (to 
the enormous loss of the whole movement’s 
strength). At the dolce spot before the 
recapitulation begins everything very nearly 
stops: towards the end of the movement 
we are rushing along at a speed that 
seriously robs the music of its power. 

The slow movement is played consistently, 
but the poco meno presto (only poco, by the 
way) of the Scherzo is turned into a slow 
and tragic episode, while what happens 
after the 3/2 in the finale (at the long flute 
solo) can no doubt be imagined from what 
I have already said. 


That’s the sort of performance this is. If 
I seem too unsympathetic it is because I 
know how easily this sort of thing can 
impress the less experienced listener and 
make him imagine he is hearing a great 
performance. He is not. I hope he will 
take the trouble to hear the Bruno Walter 
and Toscanini records and hear them often 
enough to discover that although individual 
moments may not be so impressive, the 
total effect is overwhelmingly greater. 
(Walter and Toscanini, but not Bernstein, 
for he is another offender). 

Superb playing and_ fine recording 
may unfortunately only serve to commend 
this performance the more. T.H. 





Decca Group LPs 


At the time of going to press we have 
been advised by the Decca Record Co. 
that certain releases advertised for issue in 
September will not now be available until 
November. The following records reviewed 
in this issue are affected: reference to the 
review is given by the page number in 
brackets. LXT 5073(182); 5074(178) ; 


LF 


5075(179) ; 5078(178) ; 5081(174) ; 
5180(185) ; 


- 1227(194). 


5206(192) ; 5208(181). 
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COPLAND. El Salén México Sym- 
phony Orchestra conducted by 
Leonard Bernstein. 

MILHAUD. La Création du Monde. 
Chamber Orchestra conducted by 
Leonard Bernstein. Philips NBR 
6019 (10 in., 24s. 64d.). 


El Salon Mexico : 


Washington S.O., Mitchell (12/54) WLP5286 
La Creation : 


Concerts de Chambre, Oubradous (10/54) L89002 
Milhaud fans will already have acquired 
the all-Milhaud Felsted disc reviewed by 
M.M., containing La Création du Monde, La 
Cheminée du Roi René and the Saudades do 
Brazil—which, said M.M., and I agree, 
** all adds up to a very fine record”. And 
Copland fans will no doubt have made for 
the all-Copland Nixa, with El Salon México, 
Appalachian Spring, the Billy the Kid Suite and 
Fanfare for the Common Man, which I recom- 
mended—but only as a stop-gap until 
something more masterly turned up. 

The new issue is certainly more masterly, 
but still not, I think, outstandingly recom- 
mendable. The composer of Wonderful Town 
seems to take an oddly, and uncharacter- 
istically, tame view of El Salin México ; 
rhythms tend to drag a bit, though the 
playing is accomplished and the recording 
clear. The more exciting bits of La Création 
are also rather flat, though the quiet 
sections are beautifully smooth. A.P. 


DEBUSSY. “La Boite a Joujoux ”’— 
Ballet Music. ‘“* Children’s 
Corner ’’—Suite. Orchestre 
National de la Radiodiffusion 
Francaise conducted by André 
Cluytens. Columbia 33CX1282 
(12 in., 36s. 54d.). 

Children’s Corner : 
Belgian Radio S.O., Andre (4/54) TM68013 


Debussy often lost interest in his own 
music before finishing it; and when he 
consequently, in fact, did not finish it, 
André Caplet usually seems to have been 
there sooner or later to set matters right. 
We owe Caplet much—perhaps quite how 
much we shall never know—but, even so, 
La Boite a Foujoux does seem to have been 
one of the occasions when it is comparatively 
easy to echo Debussy’s own state of 
no-enthusiasm. As music for a children’s 
ballet it may have been effective, but as 
plain listening material it seems scrappy 
and disjointed beyond redemption by the 
usually agreeable nature of the sounds 
themselves. It suffers, too, from many 
musical quotations—these, again, no doubt 
have their point, probably often a good one, 
when accompanying stage action; but 
listened to uncomprehendingly in cold 
blood irritate in the manner of all private 
jokes made in public. 

The Children’s Corner Suite is musically 
much more effective, of course, in that it at 
least keeps going for the length of each 
movement, and is intrinsically better music 
into the bargain. Here Caplet is in 
evidence again, for his scoring is used ; but 
his hand is not so effective as it often is 
elsewhere. 

Nevertheless, practically all that can be 
done for the music, throughout, is done by 
Cluytens and the orchestra—more, for 
example, than is done for the same arrange- 
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ment of the Children’s Corner on the 

Telefunken disc—and as the recording i: 

everywhere quite good the disc may be very 

reasonably recommended to those who 
know they want these particular pieces. 
M.M. 

DOHNANYI. Suite for Orchestra, 
Op. 19. 

TCHAIKOVSKY. Fantasy Overture— 
Hamlet, Op. 67a. Philharmonia 
Orchestra conducted by Robert 
Irving. H.M.V. CLP1043 (12 in., 
32s. 44d.). 

Suite for Orchestra : 


L.S.O., Sargent (11/52) 33S1001 
Los Angeles P.O., Wallenstein (11/53) AXL2008 


Hamlet—Overture : 
L.P.O., Boult (8/52) LXT2696 
(3/55) PMC1014 


Philharmonia, Fistoulari 

A first-class performance of the charming 
Dohnanyi Suite in a first-class recording. It 
easily out-points the Wallenstein record in 
both respects, though Sargent’s, even though 
now the oldest, is still well in the running. 
Sargent got an excellent performance from 
the L.S.O. and his recording only lacks just 
that little bit of extra richness and fullness 
that we find on the new disc. As to the 
playing on the new, that shows the Phil- 
harmonia in its top form and sounding as 
if it was enjoying itself hugely—Irving is to 
be much congratulated. 

If you feel strongly that you are not 
interested in Hamlet, then the Sargent 
performance of the Suite will suit you, for it 
is complete on its own on a ten-inch disc. 
But if Hamlet attracts you, then this new 
record is the one, for its brilliant performance 
is done in a more than ordinarily brilliant 
recording. Compare the opening two bars 
of timpani on each of the three available 
versions: whatever the other two sound 
like (and Fistoulari’s is excellent) this is still 
better. And surely, for a coupling, that 
attractive rarity, the Dohnanyi, is more 
welcome than 1812 (Boult) or Romeo once 
again (Fistoulari). wa 
HAYDN. Symphony No. 53 in D major, 

“ Imperial’. Symphony No. 67 in 
F major. Vienna Symphony 
Orchestra conducted by Paul 
Sacher. Philips ABL3075 (12 in., 
36s. 54d.). 

This record certainly fills in neatly two 
gaps in the present list of recorded Haydn 
symphonies. But, in the case of the Jmperial 
—not, anyway, one of Haydn’s best or most 
interesting—it is less certain that it fills the 
gap in any way finally or definitely, for 
though the Vienna Symphony Orchestra 
play quite nicely, the recording is backward 
and fuzzy. 

The other side is, in these technical 
respects, distinctly better, and it is very 
possible to enjoy as well as merely to assess 


' the playing of the orchestra. The music, 


too, is considerably more interesting ; in 
No. 67 Haydn writes a bright opening 
Presto ; a slow movement with a very early 
col legno passage for the strings ; a minuet 
whose trio hurdy-gurdies away, no doubt 
imitating some Croatian folk-instrument ; 
and a finale with an outsize slow middle 
section. More important is that it all adds 
up to attractive music, attractively played 
and recorded. I wish I could say as much 
for the other side of the disc. M.M. 
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HAYDN. Symphony No. 94 in G major, 


“ The rise ”’. Berlin ' Phil- 
harmonic Orchestra conducted by 
Fritz Lehmann. D.G.G. DG16012 
(10 in., 27s. 34d.). 

Concertgebouw, Beinum XT2686 
Vienna P.O., Furtwaengler (11/52, wHALPIOIL 


Vienna Op. Orch., Scherchen (2/54) WLP5137 
R.P.O., Beecham (2/54) 33CX1104 


The Berlin Philharmonic treat the Haydn 
Surprise in loving fashion: smooth, melli- 
fluous playing, perfectly balanced, and 
moulded by Fritz Lehmann into convincing 
shape nearly always—though a reservation 
in the third movement, which is surely on 
too small a scale to accommodate different 
speeds for the minuet and trio ? Elsewhere 
the performance is entirely musicianly, and 
without exaggeration or eccentricity— 
quite a major point in assessing recorded 
performances of Haydn symphonies. 

The recording of this new issue, too, is 
smooth in tone, and not at all dull ; but at 
moments of loudness it does seem to be just 
on the verge of overloading, rather than 
actually to overload—I don’t wish to 
exaggerate the effect, which is extremely 
mild. 

But even consideration of this satisfactory 
performance and recording will make it 
difficult to see a double-sided ten-inch 
Surprise as an economic investment, when a 
sparkling Beecham version, backed by an 
almost equally sparkling Drum Roll Sym- 
phony, is to be had well recorded on one 
side of Columbia 33CX1104. M.M. 


KHACHATURIAN. “ Gayaneh ”— 
Ballet Suite. Philharmonia 
Orchestra conducted by Aram 
Khachaturian. Columbia 33C1041 
(10 in., 27s. 34d.). 


New York S.O., Kurtz 


(12/53) 33SX1012 
Indianapolis S.O., Sevitzky 


(2/54) CTL7043 

The story of Khachaturian’s ballet is set 
on a collective farm on the frontier of 
Soviet Armenia: Gayaneh is a beautiful 
Armenian girl who suffers untold misery at 
the hands of her husband, who, evil man, 
is not only brutal, but also antagonistic to 
the Soviet régime. The music, like much 
of Khachaturian’s, is tuneful in what I take 
to be an Armenian sort of way, and agree- 
ably unpretentious—probably extremely 
effective in the theatre, and certainly easy 
to listen to at home in small doses. 

Gayaneh, if.it lives long enough, bids fair 
to become one of those ballet scores that 
ensure full employment for discographers ; 
it keeps on producing new numbers from 
seemingly nowhere. It produces here a 
moderate selection from its repertoire: 
Dance of the Young Maidens (No. 27), 
Ayesha’s Awakening and Dance (Nos. 15 and 
16), Lullaby (No. 13), Adagio (No. 6), 
Lezghinka (No. 30), Lyrical Duet (No. 19), 
Dance of the Old Men and Women (No. 29), 
and the Sabre Dance (No. 35).. Khacha- 
turlan gives with the Philharmonia an 
extremely brilliant performance of his own 
ausic, and Columbia have recorded it 
xtremely well. The choice of numbers 

resses the musical, rather than the 

ysterical appeal of the score ; ; but these 
1mbers have, even so, been arranged in 
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an odd order—the Sabre Dance could surely 
open a suite, of enliven it in the middle, 
but not effectively close it as it does here? 
More of Gayaneh in quantity, if that is 
required, may be had on the earlier 
Columbia of Kurtz and the New York 
orchestra ; but it is rather less winningly 
played, and much less winningly recorded. 
The Sevitzky Capitol I would not consider 
very seriously; for after its Gayaneh 
selection, which is in any case not particu- 
larly good, you must hear—or pay for, 
anyway—Khachaturian’s tedious Mas- 
querade suite. M.M. 


LAMBERT. Concerto for solo piano 
and nine instruments. Gordon 
Watson (piano), The Argo Chamber 
Ensemble conducted by Charles 
Groves. Eight Poems by Li-Po. 
Alexander Young (tenor), The Argo 
Chamber Ensemble conducted by 
Charles Groves. Argo RG5o (12 in., 
36s. 54d.). 

The first four of Constant Lambert’s 
settings of eight poems by Li-Po, the eighth- 


_century poet, widely regarded as China’s 


greatest, were composed in 1927, the 
remaining three in 1930, the whole set 
being dedicated to Anna May Wong. The 
originals were for voice and piano but 
Lambert afterwards scored the accompani- 
ments for flute, oboe, clarinet, string quartet 
and double bass. The poems, containing a 
wealth of feeling and experience in a few 
simple lines, are set with great subtlety and 
beauty by the composer and are so allusive 
that one feels bound to play each one, 
straight.away, several times so as to savour 
fully its delicacy and fragrance anew. 

The titles of the songs will give an idea of 
their contents. A Summer Day, Nocturne, 
With a man of leisure, Lines written in Autumn, 
The Ruin of the Ku-Su Palace, The Intruder, 
On the City Street, The Long Departed Lover. 
Alexander Young sings these songs with 
complete understanding, beauty of tone and 
phrase, and with enunciation so clear that 
one could take down every word; and 
Charles Groves and the Argo Chamber 
Ensemble provide sensitively felt and 
admirably played accompaniments. 

The Concerto for solo piano and nine 
instruments was composed in December 1931, 
and is dedicated ‘‘ to the memory of Philip 
Heseltine ’’, better known to most people 
as the song-writer “‘ Peter Warlock ”’. 

The nine instruments are in fact a greater 
number. Flute (doubling piccolo), three 
clarinets (one a bass clarinet), trumpet, 
trombone, ’cello, double bass and a per- 
cussion group that includes several jazz 
instruments such as temple blocks, tom-tom, 
and maraca, which last, I find, is “‘ a rattle 
made of dried gourd and filled with dried 
seed, shot, or beads ’’. There are three move- 
ments in the work, Overture, Interméde and 
Finale, and as in The Rio Grande and Piano 
Sonata the jazz idiom is the basis of the 
music 

As Deryck Cooke says in his admirable 
sleeve note, “‘ the most fascinating thing 
about Lambert’s Concerto is the way in 
which it extends the expressive language of 
jazz without destroying its identity.” 








177 


There are indeed some deeply expressive 
moments in the work, particularly in the 
flute solo in the opening, and slow, section of 
the middle movement and in the ’cello solo 
in the last movement. 

Gordan Watson gives a very good per- 
formance of the solo part and, as in the 
songs, the orchestral part is extremely well 
played.. The piano sounds, perhaps, a little 
distant in relation to the orchestra, but in 
general the tone and balance are excellent. 
This is a very interesting and enjoyable 
issue. A.R 


LALO. Symphonie Espagnole, Op. 21. 

PROKOFIEV. Concerto No. 1 in D 
major for Violin and Orchestra, 
Op. 19. Nathan Milstein (violin), 
St. Louis Symphony Orchestra 
conducted by Vladimir Golsch- 
mann. Capitol CTL7095 (12 in., 
36s. 54d.). 


Symphonie Espagnole : 
Campoli, L.P.O., Beinum (7/53) LX T2801 
Heifetz, R.C.A. S. O., Steinberg 

a (H) BLP1029 
Oistrakh, Philharmonia, Martino 
(5/55) 33CX1246 
Violin Concerto : 


Odnoposov, Zurich, Hollreiser (4/53) CLP1160 
Oistrakh, L.S.O., von Matacic (9/55) 33CX1268 

The compression of the Lalo onto one 
side is assisted in two practical ways: by 
making a small and altogether inoffensive 
cut in the finale, and by omitting the whole 
of the third movement. This, too, has 
concert-hall precedent and, much more 
important, some aesthetic justification— 
the general place of that Intermezzo in the 
scheme of things has never been very clear 
to anybody except Lalo. 

Milstein plays cleanly, but also coolly ; 
and a cool Symphonie Espagnole is not a 
winning one. He is also hurried in places— 
not, I think, merely by the clock, but by a 
seeming unwillingness to identify himself 
fully with the leisurely sentimental exposi- 
tion of the work. Of its fireworks he is 
master, of its syrup, a disowner; he 
sounds as if he would rather be playing 
the Schonberg. 

None of his present competitors sounds 
like that, and each of them has some point 
of advantage over all the others. Most 
generally recommendable perhaps is the 
Campoli; but the Oistrakh is only a little 
behind, and is even better recorded: both 
these versions are complete with all five 
movements. Heifetz, for plain angelic 
performance, perhaps tops the list ; but as 
more fine-sounding new versions appear, 
the less reasonable it seems to be to 
recommend facing up to his poor recording, 
even though the version, a four-movement 
one, is complete on a ten-inch record. 
Especially as if economy is the object, then 
clearly now the new Milstein, alone in 
taking one side only, must be considered ; 


‘for the rather angular performance is at 


least decently, if rather drily recorded. 

So is its backing, the Prokofiev. Here 
again, though, Milstein seems to lack 
warmth, and additionally his intonation 
shows patches of damp here and there, 
which from a technician of his calibre is 
certainly not to be expected. The passage 
in the Scherzo that Oistrakh, oddly, threw 


away, Milstein rescues ; but save in that 
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one unimportant particular, I have no 
hesitation at all in preferring that recent 
Columbia version of the Prokofiev to this 
new one. It must, though, be acquired 
with an even odder coupling than the 
present Lalo—the Max Bruch Violin 
Concerto. M.M. 


MOZART. Serenade No. 4 in D major, 
K.203. New Symphony Orchestra 
of London conducted by Peter Maag. 
Decca LXT5074 (12 in., 36s. 54d.). 


This is a large-scale Serenade of the 
Haffner type—fullish orchestra ; eight move- 
ments, with a plentiful supply of minuets ; 
and an organised display of the talents of 
the solo violinist. I have not seen the 
sleeve, but the identity of the soloist is on 
this occasion not disclosed by the label— 
a pity, as what he plays is nothing less than 
a three-movement concerto, even to the 
miniature cadenzas ; and he plays it very 
nicely, though without the panache that 
star billing might have induced. He has, 
though, at least one rival in his colleagues : 
the principal oboe, who has one or two solo 
moments later in the work with which he 
deals quite exquisitely. 

The orchestra does in fact play stylishly 
throughout. A certain resonance, due 
perhaps to the studio or to the size of 
the orchestra employed, gives the impression 
of a concert rather than a drawing-room 
performance ; ; but those who like this 
impression for Mozart will seldom find it 
more engagingly produced than in this 
performance. The recording, too—at this 
resonant level—is 


1a first-class; a very 
auspicious entry into the record lists for this 
particular Serenade. M.M. 


MOZART. Symphony No. 29 in A 
major, K.201. Symphony No. 41 
in C major, “ Jupiter”, K.551. 
Philharmonia Orchestra conducted 
by Otto Klemperer. Columbia 
33CX1257 (12 in., 36s. 54d.). 
Symphony No. 29 : 

Suisse, Maag 

(4/51) LXT2562 or (12/53) LXT2840 
Perpignan Orch.,. Casals (12/53) 38CX1088 
Bamberg S.O., Keilberth (2/54) OL50005 


Vienna Pro Musica, Perlea (4/55) PL8750 
Salzburg Festival Orch., Paumgartner 


DTL 93057 

eine No. 41: 
S.O., Krips (12/50) LX3010 
x P. O., Beecham (10/52) 33C1002 
Haydn. Orch., Newstone (1/53) MWL302 


New York S.O., Walter (12/53) 33CX1082 
Pittsburgh S. O.. Steinberg ease) CTL7053 
Champs- Elysees Orch., Scherche 


(12/54) DTL93020 
The performance of the Jupiter is 
extremely impressive. Klemperer’s view is 
that the symphony is an epic—a view that 
patently is a reasonable one ; and he plays 
the work as an epic that must be driven to 
its conclusion. The first movement is given 
with brilliance, and with strength; the 
slow movement with grace. The minuet is 
pushed through in a quick one-in-a-bar, 
though not in a casual fashion ; even so, 
there is room for disappointment here if 
you should consider that the proper period 
for a one-in-a-bar minuet was, in 1788, 
yet to come. Scarcely any room for dis- 
appointment, though in the finale: an 
imperious attack on Mozart’s contrapuntal 
masterpiece is carried through unfalteringly 
to the end. 
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As the whole is expounded by the 
Philharmonia in great style, and well 
recorded by Columbia, sharers of this view 
of the work should, I think, have no 
hesitation in choosing this version of the 
Jupiter from all those in the list above. But 
there is room, too, for a more intimate 
performance of the symphony, and such a 
performance is to be found, well and very 
clearly recorded, on Monarch MWL302. 
One advantage of this smaller scale is to 
increase the perspective of Mozart’s wind 
parts ; a disadvantage is, self-evidently, to 
reduce the overall sense of triumph inherent 
in the Klemperer version. (The Monarch 
disc, incidentally, places only the first three 
movements of the Jupiter on one side, and 
fills the remainder of the second with 
Mozart’s exquisite K.239 Serenade.) 

Klemperer and the Philharmonia seem 
to me to be less successful in the 29th 
Symphony. This is so clearly intimate 
music, whereas the Jupiter is only arguably 
so; and the same recipe for a convincing 
performance will not work. Style there is 
still, but not intimacy ; and additionally 
some harshness has crept into the sound of 
the recording. Even so, I would prefer this 
version to all others available except that 
of Peter Maag and the Suisse Romande 
orchestra: a beautifully pointed perform- 
ance, and well recorded by Decca— 
admittedly with something of a barrier of 
surface noise, but that particular hazard 
is not certainly to be avoided by buying 
only more recent issues. This Maag version 
has been published, too, with alternative 
couplings: on LXT2562 with the Linz, and 
on LXT2840 with the Mozart Twenty- 
eighth Symphony, K.200. M.M. 


MOZART. Symphony No. 34 in C 
major, K.338. Symphony No. 38 
in D major, K.504. Berlin Phil- 
harmonic Orchestra conducted by 
Igor Markevitch. D.G.G. 
DGM18176 (12 in., 36s. 54d.). 
Coupled as above : 

Suisse, Maag/Ansermet 


Chicago SO, Kubelik 
Symphony No. 38 : 


(10/51) LXT2614 
(5/55) (H)ALP1239 


RPO, Beecham (1/54) 38CX1105 
Glyndebourne Orch., Gui 3/4) (H)ALP1114 
LSO, Solti (11/54) LXT2946 
The H.M.V. coupling of Mozart’s 34th 
and 38th symphonies improved on the 
Decca one (see R.F., May, 1955). Now 
again D.G.G. improves on H.M.V. First, 
in point of recording; the H.M.V. was 
hardly up to the standard of its companions 
emerging from the same Mercurial source ; 
the D.G.G., while not on the level of the 
finest of that firm’s attainments, is smoother 
and more natural in sound. Second, in 
point of reading. Neither Kubelik nor 
Markevitch would be one’s idea of first 
choice for a Mozart conductor, and in fact 
there is nothing special about any of the 
four performances in question. But Marke- 
vitch’s account of the “‘Prague’”” Symphony 
is less insensitive than that of Kubelik, so 
he scores there. There is less in it over the 
C major—but perhaps a little more neatness 
about the Berlin version. 


There is another attraction to the D.G.G. 


disc. It is not, like the H.M.V., a coupling of 
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the two mature symphonies “ without 
Minuet ’”’. Markevitch includes in his perfor- 
mance of K.338 the Minuet in C major, 
K.409, composed two years later than the 
symphony, which Einstein suggested was 
meant for it. It is an engaging piece, 
opening rather like the Sarti strains to which 
Don Giovanni (and Leporello) were later 
to munch pheasant. 

So if you want the two symphonies on 
one disc, I would advise the D.G.G. But 
there are finer “ Pragues ”’ available. My 
personal choice, like R.F.’s, is for the 
Beecham version; like him, “I would 
sooner hear Beecham conduct this middle 
movement than anyone ”’. First-class, too, 
is Solti’s account, while Gui’s ranks scarcely 
lower. Couplings are Beecham—the Faithful 
Shepherd Suite ; Solti—the G minor Sym- 
phony ; Gui—Haydn’s No. 95. Markevitch 
tends to be strenuous rather than strong in 
the Allegro, and by the recapitulation he 
has whipped things up so much that in 
decency he has to make a rit. before the 
second subject. His Andante is easy-going, 
and stays on the surface. The Finale trips 
along blithely enough, though without much 
light and shade. 

K.338 is “‘ the Beecham C-major’’. In 
America they have transferred to LP the 
H.M.V. recording by Sir Thomas. Shall 
we be having this over here—or are Philips 
planning something new? Though Sir 
Thomas is one of the finest artists on their 
books, so far they have excited no contribu- 
tions from him for their “‘ Mozart Jubilee 
Edition ”. Strange omission ! A.P. 


MOZART. Concerto No. 4 in D major, 
K.218. Concerto No. 5 in A major, 
K.219. Mischa Elman (violin), 
New Symphony Orchestra con- 
ducted by Josef Krips. Decca 
LXT5078 (12 in., 36s. 54d.). 
Coupled as above: 


Menuhin, Philharmonia, Pritchar 
(10/58) ALP1281 
Concerto No. 4: 


Schneider, S.O. (8/52) HLP1040 
Goldberg, Philharmonia, Susskind 

(3/53) PMA1003 
Barchet, Stuttgart Pro Musica, Seegelken 


(7/53) PL7240 
Grumiaux, V.S.O., Moralt (4/55) ABL3040 
Concerto No. 5: 


Heifetz, L.S.O., Sargent (4/54) (H)ALP1124 
Fournier, Vienna Op. Orch., Horvat 
(1 0/54) WLP5187 
Oistrakh, Saxon State Orch., Konwitschny 
(5/55) D516101 
I suppose there may have been a time 
when this sort of thing might have been 
thought good Mozart playing, but if so 
that time is long past. The romantic 
moulding of phrases, pulling them out of 
their immediate context as well as out of 
Mozart’s style: the portamenti, especially 
those worst ones of all that join the end of 
one phrase to the start of the next—these 
are only a couple of the stylistic faults that 
make these performances so unacceptable. 
The more innocent tunes suffer most, of 
course, and the finales of both Concertos 
(but especially of the D major) are the 
movements to hear, should you suspect me 
of being too influenced by personal taste. 
Krips and the orchestra play every tutti 
most beautifully but they frequently get 
discouraged and lethargic when accompany- 
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CONDUCTING THE 


Hermann Scherchen 


PHILHARMONIC SYMPHONY ORCHESTRA OF LONDON 
Symphony No. 2 in D Major, Op. 36—Beethoven 


WLP 5362 


Symphony No. 8 in F Major, Op. 98—Beethoven 


“* Scherchen’s performance of the Finale of the 8th is the most exciting thing I have heard on a record for a long time. Don’t 
miss it! He actually plays it at Beethoven’s metronome marking, a speed usually considered impossible, and the result is 
tremendously exhilarating, the sort of Finale performance that would bring any concert-hall audience to its feet with cheers. . . 
The second movement, with such light and neat playing, is wholly delightful, and the Minuet is extremely alive and alert. 
This is certainly a performance to be heard, and heard over and over again, for it is full of revealing understanding . . . 
This is a record as interesting as it is successful in its interpretations, and it is equally distinguished by the wonderful playing. . .” 


GEORGES SEBASTIAN and the 
PARIS OPERA ORCHESTRA 
Orchestral Selections of Meyerbeer 
“ L’Africaine ’’ Overture 
“ L’Africaine ’’ Marche Indienne 
“ Les Huguenots ”’ Overture 
‘Le Pardon de Plérmel ”” Overture 
“Le Prophete ’—Valse 
Quadrille des Patineurs 
Galop, Marche du Sacre 
ULP 914! 
Magda Laszlo, soprano 
Franz Holetschek, piano 
Italian Airs 
Vivaldi: Un Certo Non So Che 
Caldara: Come Raggio Di Sol 
Pergolesi : Ogni Pena Piu Spietata 
Pergolesi : La Passione VII 
Pergolesi : La Passione IV 
Pergolesi : La Passione II 
Martini: Piacer d’Amore 
A.Scarlatti:Gia I1 Sole Dal Gange 
Gasparini : Caro Loaccio, Dolce 


Node 
Sarri : Sen Corre l’Agnelletta 
Bononcini: Deh, Piu A Me Non 
V’Ascondete 


Carissimi: Piangete, Ohime Piangete 
Durante: Danza, Danza 
WLP 5375 

Hilde Réssl-Majdan, contralto 
Hugues Cuenod, tenor 
Franz Holetschek, harpsichord 
Richard Harand, ’cello 
Geistliche Lieder (complete) 
J. S. Bach— WLP 6402-1/4 


ARGEO QUADRI and the 

PHILHARMONIC SYMPHONY 

ORCHESTRA OF LONDON 
Espana (Chabrier) ; Sensemaya 
(Revueltas) ; 
ueltas) ; The Iron Foundry— Sym- 


phony of Machines (Mossolov) 
WLP 20000 


HERMANN SCHERCHEN and the 
VIENNA SYMPHONY 
ORCHESTRA 
Symphony No. 97 in C major 
Symphony No. 102 in B flat major 
Haydn— WLP 5062 


Alfred Poell, bass 

Franz Holetschek, piano 

Hugo Wolf Lieder Recital 
Fussreise ; Anakreons Grab ; Uber 
Nacht; Auf einer Wanderung ; 
Und steht Ihr Fruh am Morgen 
auf ; An eine Aeolsharfe ; An die 
Geliebte ; Gesegnet sei, durch den 
die Welt ; Gesang Weylas; Der 
Musikant ; Der Rattenfanger ; Ver- 
borgenhcit ; Der Gartner; Ab- 
schied WLP 5048 


Nadia Reisenberg, piano 
Piano music of Rachmaninoff 
Polka de W.R. 
Five Piano Pieces, Op. 3 


Seven Piano Pieces, Op. 10 
WLP 5344 


Cuauhnahuac (Rev- . 
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Janos Starker, ’cello 

Leon Pommers, piano 

A Recital of French Music 
’Cello Sonata in D minor (1915) 
(Debussy); Piece en Forme de 
Habanera (Ravel) ; Apres un reve 
(Faure) ; Papillon Op. 77 (Faure) ; 
Serenade No. 8 of “ Chansons 
Gaillardes” (Poulenc); °’Cello 
Sonata in G major (Breval) ; Violin 
Sonata in E major—arr. for ’cello 


(Francoeur) ; Pastorale (Couperin) 
PLP 708 


JOERG DEMUS piano 


Goldberg Variations (Bach) 
WLP 5241 


Fernando Valenti, harpsichord 

Sonatas for Harpsichord (Volume 5) 
Longos 407 in C minor ; 151 in C 
major ; 129in G major ; 375in E 
major ; 376in E minor; 86inG 
major ; 325 in C minor ; 327 in B 
flat major; 218 in C major; 84 
in G major ; 457 in C major ; 487 
in G major 


Scarlatti— WLP 5205 


Inia Te Wiata, bass 
Ernest Lush, piano 
A Song Recital 


None but the Weary Heart ;_ Trees; 


On Wings of Song ; O No John ! 
7” 45 rpm Extended Play 45 EP 902 


NIXA RECORD CO. LIMITED, 66 HAYMARKET, LONDON, S.W.1 
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% The prefix WLP indicates a Westminster Recording. 
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Opera at Home 


The only L.P. recordings of these complete operas 

















Boito MEFISOFELE 
Three 12 in. records Sung in Italian with the following cast : 
Mefistofele .. - , .. GTULIO NERI (dass) 
Faust .. - - ‘a GIANNI PoGGI (tenor) 
Margherita .. - i ROSETTA NOLI (soprano) 
Elena .. - .. SIMONDA DALL’ ARGINE (soprano) 
a. EBE TICOZZI (mezzo-soprano) 
— GINO DEL SIGNORE (tenor) 
CHORUS AND ORCHESTRA OF THE OPERA DI MILANO 
Conducted by FRANCO CAPUANA ULP 9230-1/3 
Con. ie equate, Donizetti DON PASQUALE 
Two 12 in. records Sung in Italian with the following cast : 
Norina .. - oa - LinA AYMARO (soprano) 
Don Pasquale .. - .. MELCHIORE LUISE (bass) 
| Dr. Malatesta .. - .. Scrpr1o COLOMBO (baritone) 
| Ernesto - es i JUAN ONCINA (tenor) 
| Notary . ' - .. JOSEF SCHMIEDINGER (bass) 
VIENNA KAMMERCHOR AND VIENNA STATE OPERA ORCH. 
Conducted by ARGEO QUADRI WLP 6206-1 /2 











Stendene ANDREA CHENIER 


















Three 12 in. records Sung in Italian with the following cast : 
Andrea Chénier - GINO SARRI (tenor) 
Carlo Gérard _ ANTONIO MANCA SERRA (baritone) 
Madeleine - - .. FRANCA SACCHI (soprano) 
Bersi_ .. - LoRETTA Dt LEILO (mezzo-sop.) 
Countess di Coigny - ANNA MARIA MARCANGELI 
(mezzo-soprano) 
Madelon ud va LuciA DANIELI (mezzo-soprano) 
Roucher - , CARLO PLATANI (bass) 
CHORUS AND ORCHESTRA OF THE ROME OPERA HOUusE 
Conducted by ALBERTO PAOLETTI ULP 9218-1/3 
Ponchielli LA GIOCONDA 
_ | PONCE Four !2 in. records Sung in Italian with the following cast : 
lA ean La Gioconda .. - .. ANITA CORRIDORI (soprano) 
bo La Cieca - .. RINA CAVALLARI (mezzo-soprano) 
GIOCOBDA Laura... .. MIRIAM PIRAZZINI (mezzo-soprano) 
ns ve b Enzo .. ~ oe .. GIUSEPPE CAMPORA (tenor) 
ja mee | Barnaba - - ANSELMO COLZANI (baritone) 
Alvise .. ; .. FERNANDO CORENA (bass) 
PROFESSORI D’ ORCHESTRA AND ARTISTI DEL CORO OF 
LA SCALA 
Conducted by LA ROSA PARODI — ULP 9229-14 
e 
as fa * The prefix WLP indicates a WESTMINSTER recording 
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DONIZETTI «Lucia di Lammermoor ”—Act 2 (sextet). Chi 
mi frena Wilson, Ticozzi, Poggi, Carlin, Colzani, Maionica. Chorus 
and Orchestra Opera di Milano. Conducted by Franco Capuana. 


SMETANA Bartered Bride—Act 3 (sextet). Blatter, Richter, 
Hagemann, Koffmane, Béhme, Lang. Orchestra of the Berlin Civic 


Opera. Conducted by Hans Lenzer. 
45 EP 766 


DONIZETTI “Lucia di Lammermoor.”—<Act 1.—Egli s’avanza 
—Sulla tomba.—Qui di sposa—Verranno a te. Dolores Wilson 
(soprano), Ebe Ticozzi (mezzo-soprano), Gianni Poggi (tenor). 
Orchestra of the Opera di Milano. Conducted by Franco Capuana. 

45 EP 772 


DONIZETTI “Lucia di Lammermoor.”—Act 3.—Ardon 
gli incensi—Spargi d’amaro pianto (Mad Scene). Dolores Wilson 
(soprano). Chorus and Orchestra of the Opera di Milano. 


Conducted by Franco Capuana. 
45 EP 773 


DONIZETTI “Lucia di Lammermoor.” — Regnava nel 
silenzio ; Quando rapito. Dolores Wilson (soprano), Ebe Ticozzi 
(mezzo-soprano). Orchestra of the Opera di Milano. 


Conducted by Franco Capuana. 
45 EP 771 


RICHARD STRAUSS “ Der Rosenkavalier.”—Presentation 
of the Silver Rose. Tiana Lemnitz (soprano), Ursula Richter (soprano) 
Closing Scene—Act 2. E. Walther-Sachs (mezzo-soprano). Kurt 
Bohme (bass), Saxon State Orchestra. Conducted by Rudolf Kempe. 

45 EP 714 


VERDI “La Forza del Destino.” Solenne in quest’ ora. Giuseppe 
Campora (tenor), Anselmo Colzani (baritone). Pace, pace, mio 
Dio ! Adriana Guerrini (soprano). Professori d’Orchestra of La 


Scala, Milan. Conducted by La Rosa Parodi. 
45 EP 717 


JOHANN STRAUSS “Wiener Blut.” Overture, Waltz 
and Duet. Traute Richter (soprano), Sebastian Hauser (tenor). 
Chorus and Orchestra of the Berlin Civic Opera. 


Conducted by Hans Lenzer. 
45 EP 705 


7” 45 Extended Play Red Label Series cost 9/- plus 2/114 P.T. 
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WAGNER “ Parsifal.”—Good Friday Spell. ‘Das Rhein- 
gold.” Entrance of the Gods into Valhalla. Munich State Opera 


Orchestra. Conducted by Franz Konwitschny. 
45 EP 727 


WAGNER <«Gatterdiammerung.”—Siegfried’s Rhine Journey. 
Siegfried’s Funeral Music. Munich State Opera Orchestra. 
Conducted by Franz Konwitschny. 


45 EP 743 
BOITO ‘<‘Mefistofele.” L’altra notte; Lontand, lontand, 
Amore wmisterio. Rosetta Noli (soprano), Simona Dall 


Argine (soprano), Gianni Poggi (tenor). Chorus and Orchestra: of 
the Opera di Milano. Conducted by Franco Capuana. 


45 EP 728 
JOHANN STRAUSS “Wiener Blut.” Ja. die Musikannten. 
Wuensch guten Morgen. 


CZERNIK «Chi Sa?” Rita Streich (soprano), Klaus G. Neumann 
(baritone). Berlin Civic Opera Orchestra. 


Conducted by Hans Lenzer. 
45 EP 751 


WAGNER “ Tannhauser.”—Overture. Orchestra of the 
Munich State Opera. Conducted by Robert Heger. 


45 EP 719 — 


WAGNER Fiying Dutchman: Overture—Munich State Opera 


Orchestra. Conducted by Franz Konwitschny. 
45 EP 737 
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new, world-beating 


"SCOTCH BOY’ 


extra-play 


magnetic recording tape 


90m 


THE FINEST BASE-FILM EVER MADE 


The astonishing new polyester base-film for ‘Scotch Boy 
190M,’ is so much stronger than other tape bases that it can 
be made 33}% thinner—and still be stronger. This means 
you get 50% more length —and 50% EXTRA PLAYING TIME — 
on the same-sized reel. 

Polyester film is a naturally limp and flexible material, and is 
little affected by temperature and humidity changes. ‘Scotch 
Boy 190M’ tape conforms snugly to recorder heads, is easy to 
handle, winds trimly, and tracks smoothly. It has an indefinite 
life in storage, and is an ideal tape for archive purposes. 


Tough, thin, 


polyester base 


GIVES 
UP TO 
6 HOURS 


NEW THIN COATING 


The new and potent oxide coating of ‘Scotch Boy 190M’ tape 
gives clear, crisp reproduction of every frequency in the 
audible range. High-frequency response shows a specially 
notable improvement. Output variations from reel to reel and 
within each reel are remarkably small and, as with all Scotch 
Boy tapes, background noise is negligible. 


a 9 Ai, ic 
TIME 


— packs 1,800 feet on 


THE WORLD’S FINEST TAPE 


‘Scotch Boy 190M’ has been developed and produced in 
Britain by the 3M Company. Its appearance in Britain is its 
first appearance in the world. This is a landmark in the 
development of tape recording. 


eUTTTTTTTTUIIUTTTTTTTTTTEUILUULLLLUULLLLLLLLLLACLULUUUUUPELLUULULLLLLLLL Lc cLLcceLee PLL 
‘SCOTCH BOY’ I90m 


MAGNETIC RECORDING TAPE 
with polyester base 


ANOTHER ED PRODUCT 


MINNESOTA MINING & MANUFACTURING CO. LTD. 
LONDON, BIRMINGHAM, MANCHESTER, AND GLASGOW. 


normal |,200-foot reel. 
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ing solo passages—and so did I. The 
recording is excellent, too, but nothing of 
this can recommend the performance. 


Almost any of the other versions is to be 
preferred, though none couples these par- 
ticular two Concertos except the new 
Menuhin disc reviewed below. Barchet 
and Grumiaux both give sparkling per- 
formances of the D major, though I just 
prefer Barchet, for he doesn’t give the 
impression of hurrying. as Grumiaux does 
here and there. Goldberg is also good. And 
you are safe with any of the performances 
of No. 5 listed above, as well as with the 
new Menuhin. Bolle 


MOZART. Concertc No. 4 in D major, 
K.218. Concert» No. 5 in A major, 
K.219. Yehudi Menuhin (violin), 
Philharmonia Orchestra conducted 
by John Pritchard. H.M.V. 
ALPi281 (12 in., 36s. 53d.). 

Coupled as above : 





Elman, New S.O., Krips (10/55) LXT5078 
Concerio No. 4: 


Schneider, S.O. (8/52) HLP1040 
Goldberg, Phiiharmonia, Susskind 
(3/53) PMA1003 

Barchet, Stuttgart Pro Musica, Seegelken 
(7/53) PL7240 
Grumiaux, Vienna S.O., Moralt (4/55) ABL3040 


Concerto No. 5: 
Heifetz, L.S.O., Sargent (4/54) (H)ALP1124 
orvath 


Fournier, Vienna Op. Orch., 

(10/54) WLP5187 

Oistrakh, Saxon State Orch., Konwitschny 
(5/55) DG16101 
After hearing the above Elman record of 
these Concertos, this Menuhin pair come as 
a great pleasure. Here is fine playing really 
put at the service of the music. It is full of 
satisfying things—to mention only one, the 
lovely playing of soft semiquaver scales. 
The accompanying is excellent and quite 
notable for the freshness and charm of the 
orchestral interludes. A good recording, 
too, which I would specially recommend 

should not be played at too high a level. 


This is obviously the choice of the two 
discs that couple these two concertos. And 
couplings apart, I am not sure that these 
are not the best recordings of each concerto 
anyway. 


MOZART. Concerto No. 26 in D major, 
K.537, * Coronation’. Carl See- 
mann (piano), Berlin Philharmonic 
Orchestra conducted by Fritz 
Lehmann. Concert-Rondo for 
Piano and Orchestra in D major, 
K.382. Carl Seemann (piano), 
Bamberg Symphony Orchestra 
conducted by Fritz Lehmann. D.G.G. 
DGM18143 (12 in., 36s. 54d.). 
Concerto No. 26 : 

Kraus, V.S.O., Moralt (8/53) PL7300 
Demus, Vienna Op., Horvath (11/54) WLP5183 

Bachauer, New London Orch., Sherman 
(11/54) (H)DLP1006 

Concert- Rondo : 
Kraus, V.S.O., Moralt (4/54) PL7290 
This is without doubt the best performance 
and recording of the Coronation, outstanding, 
indeed, among all the Mozart piano 
concertos I have heard. There are good 
versions by Demus and Bachauer but 
neither of them give us quite such easy, yet 
stylish, playing and neither were given such 
good orchestral sound as Seemann gets for 
his accompaniment, especially in the lovely 
string quality. 
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Yet there must be one reservation. It 
sounds as if too many strings are used and 
the f full orchestral passages come at us too 
strongly and with an almost Brahmsian 
fullness. This kind of orchestral sound is 
caused by somebody not appreciating the 
role of the woodwind in Mozart’s orchestra. 
Too often on this disc, they merely fill in 
the general sound instead of*being so clear 
that we can hear them entering and 
decorating. each adding its individual 
colour. Important decorative passages are 
there, of course, but the general sound of 
the orchestra, as recorded, is not right for 
Mozart. 

So something is lost and we are not given 
perfection. A pity, for Seemann’s playing 
satisfies enormously and his style is equalled 
by the orchestral playing. The Concert Rondo 
is taken more calmly than in Lili Krauss’s 
performance and the whole thing is far 
more stylish and far betier recorded. 
Entirely enchanting, this. T.H. 


PAGANINI. Concerto No. 1 in D major, 
Op. 6. Concerto No. 2 in B minor, 
Op. 7. Ruggiero Ricci (violin), 
London Symphony Orchestra con- 
ducted by Anthony Collins. Decca 
LXT5075 (12 in., 36s. 54d.). 

GLAZOUNOV. Concerto in A minor, 
Op. 82. 

PAGANINI. Concerto No. 1 in E flat 
major, Op. 6. Michael Rabin 
(violin), Philharmonia Orchestra 
conducted by Lovro von Matacic. 
Columbia 33CX1281 (12 in., 36s. 54d.). 


Glazounov Concerto : 
Oistrach, U.S.S.R. S.O., Kondrashin 
(6/54) LPM7 
Paganini Concerto No. 2: 
Menuhin, Philharmonia, Fistoulari 
(6/53) (H)BLP1018 

One of the most impressive things at 
Ruggiero Ricci’s last London recital was 
the enthusiastic presence of what looked 
like almost the entire colony of London’s 
professional violinists—a tribute to the awe 
in which his dazzling technique is held. 
For Ricci has something of the same 
uncanny indifference to hair-raising diffi- 
culties that Paganini himself displayed: 
only, since instead of being lank and 
cadaverous he is stocky and _ healthy- 
looking, people do not attribute his pheno- 
menal powers to supernatural intervention. 
Few of us are likely to forget his complete 
recording of the Paganini caprices: now 
he gives us dazzling performances of the 
two concertos. The D major replaces an 
unsuccessful recording for Vox by the same 
artist, now deleted; among particular 
points of interest may be mentioned the 
terrific first-movement Sauret cadenza and 
the beautifully light flecks of sautillé bowing 
in the finale. The orchestra is none too tidy 
in the slow movement and is rather coarsely 
recorded. 

The version used by the 18-year-old 
Michael Rabin differs considerably from 
this; but it is noteworthy that though 
Decca calls the concerto “in D” and 
Columbia “ in E flat’ the actual pitch of 
the two is identical. Since all the 
authorities differ about which key the 
work should be described as being in, let me 
explain that the solution to the mystery is 
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the same as that to why the viola part 
in Mozart’s Sinfonia Concertante (in E flat) is 
written in D: in both cases the instru- 
ment was tuned a semitone sharp for 
greater brilliance of tone and then was 
treated as a transposing instrument in C 
sharp. (Try that six times before breakfast 
each morning, and you'll get it.) Decca 
uses a new edition by Anthony Collins, who 
ruthlessly excises from the opening tutti 
most of the harmonic interest (though even 
Columbia decide to cut its length down from 
the original, which can be heard in the 
Menuhin recording on DB2279-83). One 
notices at once that the recording is rounder 
and fuller, the orchestra more polished than 
in the Decca issue, the violin tone rather 
larger than life-size: and then one realises 
just how astonishing Rabin’s playing in fact 
is. His technique sounds as effortless as 
Ricci’s, and his intonation is actually better 
—the purity of his harmonics in thirds has 
to be heard to be believed. Were it not for a 
fidgety habit of slowing down every time a 
lyrical phrase comes along—possibly true to 
Paganini’s period, but so destructive of 
continuity—this would be a really wonderful 
performance. 

In Paganini’s B minor concerto the 
recorded tone is rather better than on the 
reverse, but the strings still sound a bit 
pinched. Collins treats his tutti more 
imaginatively than did Fistoulari: there is 
more sensationalism in the opening, the slow 
movement conjures up a more romantic 
mood (all a little matter of making the 
horn-calls legato), and he inserts a real 
clochette into the finale. With all respect to 
Menuhin, he could not avoid letting a sense 
of strain show through at times: with Ricci 
the pyrotechnics are tossed off with utter 
abandon—and fantastic accuracy. The last 
movement should leave the most blasé 
listener feeling staggered. 

Having shown off his virtuosity in the 
Paganini, young Rabin reveals in the 
Glazunov that he can play romantic music 
just as successfully. He has a beautiful warm 
cantabile tone, and if one feels that he may 
perhaps be too continuously intense, that is 
largely the fault of the concerto itself—one 
of those works which never quite come off: 
it does ramble, and the solo part never stops 
for breath. The Oistrakh version must be 
ruled out by reason of its very poor record- 
ing, so that the only alternative is Milstein 
on H.M.V. DB21085-7; and it is a 
measure of the excellence of this new issue 
that it stands that comparison most favour- 
ably, even apart from its LP advantage. 
The only drawback is a coarsening of 
orchestral fortes in the finale. L.S. 





CONUS. Violin Concerto in E minor. 

I am obliged to Mr. F. F. Clough for 
pointing out that the concerto recorded by 
Heifetz that I reviewed last month was com- 
posed not by George Conus but by his 
younger brother Julius. Being unable to 
trace a copy of the work, I followed the 
Schwann catalogue in this mis-attribution, 
especially since an entry on George appears 
in all the reference books and there is no 
mention of Julius except in Riemann. 


L.S. 
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PROKOFIEV. Symphony No. 1 in D, 
“ Classical”’, Op. 25. Symphony 
No. 5 in B flat, Op. 100. Concerts 
Colonne Orchestra, Paris, con- 
ducted by Jascha Horenstein. Vox 
PL9170 (12 in., 36s. 54d.). 


Symphony No.1: 


Philharmonia, Markevitch (6/53) 33CX1049 
Conservatoire, Ansermet 


(11/53) LXT2833 or (1/55) LW5096 
Philadelphia S.O., Ormandy (2/54) 33C1025 
N.B.C. S.O., Toscanini (3/54) (H)ALP1107 
Philharmonia, Malko (6/55) (H)CLP1044 
Pittsburgh S.O., Steinberg (8/55) CTL7084 


Symphony No. 5: 
Danish Radio, Tuxen (3/53) LXT2764 

The Prokofiev Fifth Symphony is by 
intention a “‘ symphony of the greatness of 
the human spirit’, and even by achieve- 
ment comes considerably closer to that 
than some others, with probably the same 
intention, have done. Considered along- 
side Prokofiev’s own Seventh, for example, 
the Fifth is indeed a substantial achieve- 
ment; and so it is, really, considered as 
music in its own right—if the loftiness of 
the aims had remained undisclosed, the 
frequently entertaining music would per- 
haps have spoken the more readily for itself. 

It will, anyway, have no better oppor- 
tunity than on this record, where it is 
presented with every advantage. ‘The 
older Tuxen version was good, too, but it 
is now outclassed: Horenstein persuades 
the Concerts Colonne orchestra into an 
outstanding performance. Particularly the 
strings shine, who play with intensity and 
attack ; and the trumpets; happily, are free 
from the vibrato which disfigured the 
Danish orchestra’s playing of the work. 
Vox, too, have contributed one of their 
best recordings: there is brilliance, depth, 
and clarity throughout. 

This in spite of a compression which 
allows the Classical Symphony to be 
included by way of fill-up. Here, too, the 
performance is startlingly good, with point 
and style out of the ordinary; and in 
particular a care for balance that allows 
some rarely heard points of importance for 
once to pull their weight. This version of 
the Classical I would class with Malko’s 
on H.M.V. CLP1044 (where it is the fill-up 
for the Prokofiev Seventh Symphony) as 
top of the list for that particular work of 
enchantment. 

And the present disc as a whole I would 
certainly suggest for the top of any 
Prokofiev enthusiast’s list under any cir- 
cumstances: it is a fine achievement 
musically, technically, and economically. 

M.M. 
RACHMANINOV. Concerto No. 2 in 
C minor for Piano and Orchestra, 
Op. 18. Leonard Pennario (piano), 
St. Louis Symphony Orchestra 
conducted by Vladimir Golsch- 
mann. Capitol CTL7093 (12 in., 
36s. 54d.). 
Katchen, New S.O., Fistoulari (8/51) LXT2595 
Lympany, Philharmonia, Malko 


(11/53) (H)CLP1007 


Anda, Philharmonia, Galliera (9/54) 33CX1143 


de Groot, Hague P.O., Otterleo (12/54) ABL3014 
Farnadi, Vienna Op., Scherchen (1/55) WLP5193 


The Rachmaninov 2nd records fall into 
a group of performances that one can 
describe, without being in the least dis- 
_ paraging, as played in the usual way, and 
one performance (Farnadi and Scherchen) 
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that isn’t. This new Pennario version falls 
into the group and seems to me to take its 
place at the top of it. He takes a few pages to 
warm up—the first ‘‘ romantic ” tur> feels 
a little uncomfortable and at the { = piu 
mosso he goes off into a rather unrhy .hmic 
dash: but after that there are lovely things 
and exciting things. He is still inclined to 
rush off at the start of what should be a 
gradual accelerando and the carefully marked 
series of pix vivo indications is not well 
observed. All the same, this is a good first 
movement. 

As to the slow movement, it is exquisitely 
played, and here one notices how well the 
orchestra and conductor are with their 
soloist, for the rubato ensemble between solo 
wind instruments and piano is admirable. 
After that, an exciting finale. 

The other players of this Concerto all 
give much pleasure in their different ways, 
but performances apart this new disc has 
the advantage of the best recording of all 
those in the group I referred to above. It is 
full, yet clear, and with the orchestral detail 
balancing well with the soloist. Only at the 
end of side 1, the end of the slow movement, 
does the piano lose some “ring” and 
telling power, so that those last piano chords 
do not sound as proud as they should. 

There remains the Farnadi performance, 
for it rivals this new one in recording. A.P. 
described it admirably (January of this 
year). Both Farnadi and Scherchen start 
afresh in their interpretation, and Farnadi 
gives an exciting performance (though I 
was rather disappointed in the finale). 
Scherchen’s ideas about it are more extreme 
and will be less acceptable to many listeners, 
interesting as they are. But it is altogether 
a vivid and interesting performance, and 
the choice, in my view, lies between the two, 
Farnadi and Pennario. 


SIBELIUS. Symphony No. 5 in E flat 
major, Op. 82. Night Ride and 
Sunrise—Symphonic Poem, Op. 55. 
London Symphony Orchestra con- 
ducted by Anthony Collins. Decca 
LXT5083 (12 in., 36s. 54d.). 


Danish Rad. Orch., Tuxen (11/52) LXT2744 
Philharmonia, Karajan (6/53) 383CX1047 


Sibelius, at least in the customary view 
we have of him, will come to mind soon 
enough when the winter gales from the 
frozen north strike a chill into our hearts 
and houses ; but such a view of him would 
not be formed on a first acquaintance 
through the medium of this record. For on 
it he is represented with warmth and 
humanity: here no chips of black ice are 
savagely hewn, but, relatively, almost a 
Mediterranean glow suffuses the work, 
without at all destroying its own distinctly 
more northerly ardour. Anthony Collins’s 
reputation as a Sibelius conductor stands 
already high; it must surely now be 
increased further. The warm glow he 
generates is not one of languor, but one of 
pressure ; under his direction the symphony 
sweeps forward, relentlessly impelled to the 
goal of those final pages of the score. 

The effect of this presentation of the work 
can be overwhelming, and is helped incal- 
culably to that end by a recording of the 
very first class. There is bite to the brass 
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without wiriness in the strings ; there are 
full-toned and clearly audible woodwind 
passages without any recession in fullness 
and richness of string tone when that is 
wanted ; the melodic passages for timpani 
are clearly audible as such; the final 
chords are quite free from pre-echo (as is 
also the whole) ; and the copy of the disc 
in front of me is evidence that good surfaces 
are manufacturable. 

All these virtues contribute to a physical 
sound so entirely and convincingly good 
that I would not hesitate for a moment in 
choosing this version of the symphony for 
my own library, in spite of the drive (chips 
of black ice here, with a vengeance) of the 
Karajan version. And if I were in any 
doubt, that doubt would be resolved soon 
enough by considering the fill-ups; for 
whereas the Karelia Suite would seem to me 
to be an inadequate temptation to buy 
the Tuxen version, and Finlandia (especially 
Starting precisely four seconds after the 
double-bar concluding the symphony) an 
equally inadequate temptation to buy the 
Karajan version, Collins introduces Night 
Ride and Sunrise to the LP repertory. 

This is not really one of Sibelius’s master- 
pieces, although it dates from as late as 
between the Third and Fourth Symphonies. 
There is much play with a figure of the 
traditional “‘ galloping horses ’’ type (though 
the Night Ride which originally inspired 
Sibelius was actually one in the train to 
Rome) ; some mounting Sibelian tension ; 
and a final Sunrise of brassy hue. It is not, 
of course, to be heard at its best immediately 
after the grandeur of the symphony, which 
should so obviously be on a ten-inch record 
to itself—I hope we don’t for ever have to 
go on buying twenty minutes’ extra of 
unwanted music whenever a thirty-minute 
symphony ends loudly. But while we do I 
would distinctly prefer being irritated by 
the Night Ride and Sunrise to being irritated 
by either of the alternatives ; for as a whole 
this is an outstandingly good record. 


STEHMAN. Symphonie de Poche. 
Chant funébre. Orchestre 
National de Belgique conducted by 
Eduard van Remoortel. London 
International Wo1082 (10. in., 
27s. 34d.). wD Me 

Jacques Stehman is a Brussels composer, 
born in 1912, who studied his composition 
with Jean Absil. The sleeve note tells us 
that his music “‘ shows a preference for the 
traditional tempered with a pleasantly dis- 
creet modernism ”’ and, to judge from the 
music on this record, that is perfectly true. 

Yet the description might suggest dullness 


_and the music proves to have too much style 


to fall into that fault. It is engaging stuff, 
written with great skill, Stehman seems to 
like to oppose the different groups of instru- 
ments and the opening movement begins 
with a brass fanfare, followed by a quick 
movement entirely for woodwind, and 
rounded off by a return of the brass on their 
own again. The strings are kept in reserve 
and only enter at the next movement. They 
have the attractive slow movement all to 
themselves, except for a brass interpolation 
in the middle. 
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GREGORIAN CHANT 


Primae Vesperae in Nativitate D.N. Jesu Christi 
(The Vespers of Christmas Eve) 


Benedictine Monks of St. Martin, Beuron AP 13005 


ADAM DE LA HALLE 


WILLIAM BYRD 
Virginal - Music 
Fritz Neumeyer, Harpsichord AP 13026 





Le jeu de Robin et Marion . 13 Rondeaux . 17 Danses du 13¢ siecle 
Pro Musica Antiqua, Brussels. Director : Safford Cape APM 14018 
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ARCHIVE 


PRODUCTION 
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JOHANN SEBASTIAN BACH 
Orgel-Buchlein BWV 599-644 


APM 14021/2 


Choral Partita on ‘‘ Sei gegrusset, 
Jesu gutig’’ BWV 768 


Canonic Variations on ‘‘ Vom Himmel 
hoch, da komm’ ich her’? BWV 769 


Fuga sopra il Magnificat BWV 733 


| :; APM 14030 
iY, HELMUT WALCHA 
nf i at the 
— SCHNITGER-ORGAN 
| in Cappel . 


and the Small Organ of St. Jakobi, Lubeck 


Further releases will be periodically made of Helmut Walcha’s 


recordings of the complete Bach Organ Works 


The Schnitger-Organ in Cappel 


Please write for inclusion in our mailing lists to: 
HEL!{ODOR RECORD COMPANY LIMITED - 8 CLARGES STREET - LONDON, W.1 
SUBSIDIARY COMPANY OF THE DEUTSCHE GRAMMOPHON GESELLSCHAFT, HANNOVER 


GROSVENOR 3095 
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MAIN FEATURES 


@ Speed continuously variable from above 78 r.p.m. to below I6 r.p.m. Pre-set adjustable 
positions for 78, 45, 333 and 16 r.p.m. 


These features are invaluable for : 
Playing old celebrity disc requiring speeds above 78 r.p.m. 
Tuning record pitch to a musical instrument. 
Correcting for mains frequency variations. 
Accurately balanced heavy precision made turntable eliminates Wow and Flutter. 
Unique VERTICAL EDGE-DRIVE PULLEY principle eliminates Rumble. 
Less than | % change in speed for up to 13°% change in Line Voltage. 
Large resilient 4-pole constant velocity motor. 
External weight adjustment provided for precision diecast arm with plug-in shell. FITTED AS STAN- 
DARD WITH THE SUPERB GOLDRING VARIABLE RELUCTANCE CARTRIDGE NO. 500. 


Diamond Styli now available at £3/15/0 (Purchase Tax £1/4/6) 


Type GL50-4 Four speed. Price & 15/15/0 Type GL50-3 Three speed. Price £15/15/0 
110-250 volts, 50 cycles. P.T. £5/2/7 100-250 volts, 40-60 cycles. P.T. £5/2/7 


click-in °’ 


Sole Concessionaires for Great Britain and the British Commonwealth. 


GOLDRING Manufacturing Company (Great Britain) LTD. 


49-5la DE BEAUVOIR ROAD, LONDON, N.I. CLissold 3434-5-6 
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“Mum says it’s as easy as turning a switch.. .” 


And Mum should know because she’s a!ways play:ing records for 
the youngsters. She just lets them choose their favourites—LPs, 
EPs or 78s—pops ten of them on to the Monarch, turns the 
operating switch, then busies herself about the house as the 
Monarch automatically entertains them. 

For sheer simplicity of operation the Monarch is unequalled. At 
the turn of a switch it takes you with masterly precision quickly, 
quietly and smoothly from record to record, reproducing every 
note as it was recorded. 

Most good radiograms and record players incorporate the Monarch 
Autochanger. Why not take a favourite record to your dealer 
and discover its pleasant fidelity for yourself? You'll agree the 
Monarch is a “ must ”’ for your new set ! 


WEONARCHE 


Worlds Finest Autochanger 


BIRMINGHAM SOUND REPRODUCERS iv @ 
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ANNOUNCING COLUMBIA’S 


FIRST HIGH FIDELITY 


TAPE RECORDINGS 


‘Stereosonic’ Sound has arrived — bringing with it recorded 
sound such as has never been experienced in the home before. 
This sound has a depth and breadth which envelop the listener 
with an unbelievable vocal and orchestral acoustic perspective, 
for these recordings span the stage to its maximum width, 
enabling the voices and instruments to be pinpointed as 
though one were actually present at the performance. 


All this has been possible by the introduction of 
Stereosonic Tape Recordings. These tapes have a 
double track on which is recorded the complete field 
of sound over the full frequency range. 

The original sound picture can be recaptured by 
reproduction on a suitably designed dual track tape 
reproducer. The resulting effect is lifelike ‘two ear’ 
listening, bringing every detail into perfect relief. 
Hear ‘Stereosonic’ Tape Recordings for yourself— 
you'll hardly believe your ears. 


COLUN BIA 


October, 1955 


—_ 
- 


& 


as” 
—_ 








Lili\ 


=e 
— 
—, 
=, 
=. =e 
= 


PAUL KLETZKI conducting the Philharmonia Orchestra 
Symphony No. 2in D—Sibelius 

lst and2nd movement — - -—- —_— — — — — 4BTAI01 
8rdand 4th movement —- -—- -—- — —- — — —  £BTA102 


ELISABETH SCHWARZKOPF ana WALTER GIESEKING 
Mozart Song Recital—Vol. 1 
Ridente la Calma, K152; Oiseaux, si tous les ans, K.307; 
Die kleine Spinnerin, K.531; Also Luise die Briefe ihres ungetreuen 
Liebhabers verbrannte, K.520; 
Das Kinderspiel, K.598 ; Abendempfindung, K.523; 
Die Verschweigung, K.518; Die Alte, K.517 — — —  BTA103 


MARJORIE THOMAS ana DAVID GALLIVER 

with the Bach Choir and Jacques Orchestra 

conducted by DR. REGINALD JACQUES (Organ: DR. OSBORNE PEASGOOD. 
Harpsichord : HUBERT DAWKES. Cor Anglais: EDWARD SELWYN) 


Cantata No.6‘Bide with Us’—Bach —- —- — — —  BTC50l 


REGIMENTAL BAND ana 

MASSED PIPERS OF H.M. SCOTS GUARDS 

Director of Music: Lt.-Col. s. RHODES, M.B.E., Mus. Bac., A.R.C.M. 

Pipe Major 3. S. ROE, B.E.M. Pipe Major R. CRABB, B.E.M. 

Scots Guards on Parade—Vol. 3 

Garb of old Gaul; Moray Firth; Lilliburlero; Golden Spurs; 

The Wee Macgregor -_ - - =— —-_ - - = BTC502 


PHILIP GREEN and his Orchestra 


Ecstasy ; I’ll follow my secret heart; 
No sabolurio de Bohemia; Barcarolle; Margo; Adios — — # BTD701 


B.T.A. serres £3.3.Q0each * B.T.C. serms £2.15.0each * B.T.D. sermes £2.2.0 each 
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TAPE RECORDINGS 


COLUMBIA GRAPHOPHONE -COMPANY LIMITED, 





RECORD DIVISION, 


8-11 GREAT CASTLE ST., LONDON, W.1 
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This is, wisely,*a short symphony and 
does not wear its welcome out. Within its 
limits it has plenty to say. The Chant funébre 
is impressive, though it is perhaps less 
gripping to hear on the gramophone than 
it would be on some solemn occasion. Both 
works seem to be very well played indeed, 
and the recording is excellent. T.H. 


STRAVINSKY. Petrouchka — Ballet 
Suite. RIAS Symphony Orchestra, 
Berlin, conducted by Ferenc Fricsay. 
D.G.G. DG17003 (10 in., 27s. 34d.). 


Suisse, Ansermet (7/50) LXT2502 
New York S.O., Stravinsky (11/53) 33C1015 
New York S.O., Mitropoulos (1/55) ABL3027 
Stokowski, S.O. (5/55) (H)ALP1240 
Philharmonia, Markevitch (11/54) 33CX1199 


Although the recording is absolutely in 
the top class, although the disc has the 
advantage of being nearly 10s. cheaper than 
any of its rivals, it cannot be recommended 
in preference to the Ansermet version, long 
since famous, which in its latest pressings 
sounds even better than it did before. The 
reason: Ferenc Fricsay gives so literal and 
unidiomatic a performance. He is a 
versatile conductor with a wide range— 
fine in Mozart, fine in Verdi, fine in Barték 
—but I feel that Petrouchka has escaped him. 
It is hard to put one’s finger on specific 
points, but try the very opening. The 
deliberateness of it suggests repetition of a 
carefully learned lesson, and there is no 
colour or life in the music—no busy bustle 
of the animated throng. 

The recording, I repeat, is wonderful : 
all the instruments have that trueness to 
themselves—the flutes flutier, the brass 
brassier, though not the strings stringier !— 
which mark D.G.G.’s best issues. ‘The 
surface is silent, and those primarily 
interested in sound will want to compare a 
tip-top Decca with a tip-top D.G.G. 
recording, in the same piece. I think, on 
sheer sound, that the D.G.G. wins here, 
although perhaps the tone is almost a little 
too good to be natural. The Decca some- 
how sounds more believable. 

My crossword mind was fascinated by 
the name of the author of the sleeve-notes 
on the H.M.V. Petrouchka: PIGEON 
CROWLE. I suspect that another ““Tobia 
Gorrio”’ lurks here. Who can break the 
anagram ? Geo. Lewin Crop ? Nigel W. 
Cooper ? or is there a real Miss Crowle to 
whom I should apologise ? A.P. 


VERDI. The Lady and the Fool—Ballet 
Suite (arr. Mackerras). New Sym- 
phony Orchestra of London con- 
ducted by Robert Irving. Decca 
LW5208 (10 in., 27s. 34d.). 

The Lady and the Fool, produced by. the 
Sadler’s Wells Theatre Ballet in March last 
year, is probably John Cranko’s finest ballet 
to date; its success has already been 
signalised by its adoption by the senior com- 
pany at Covent Garden, where it was 
produced (in a quite extensively revised 
version) last June. Cranko’s musical 
co!iaborator, as in his bouncy Pineapple Poll, 
was the Sadler’s Wells conductor, Charles 
M:»:ckerras (he has since left the theatre). In 
Pix-apple Poll Mackerras went to Sullivan 
for :is material, and produced a gay patch- 
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work which, in a sparkling recording, has 
shown its ability to live independently of 
the theatre. For The Lady and the Fool he 
went to Verdi—and it will be surprising if 
this new score does not achieve the same 
success. Hardly any of the tunes I recognise 
(I presume the sleeve-note, when it comes, 
will identify them) ; but after all there is a 
great deal of unknown Verdi ballet music 
for arrangers to draw on. (What can the 
ballet music to Otello be like ?) The result 
here is very pleasant indeed to listen to. 
The performance is an admirable one (a 
good body of the players constitutes the 
New Symphony Orchestra), and very 
well recorded indeed. A.P. 


CHAMBER MUSIC 


ALBINONI. Concerto for Oboe and 
Orchestra in B flat major, Op. 7, 
No. 3. Concerto a Cinque in D 
minor, Op. 5, No. 7. Concerto 
for Oboe and Orchestra in D 
major, Op. 7, No. 6. Concerto 
for Oboe and Orchestra in F 
major, Op. 7, No. 9. Concerto a 
Cinque in B flat major, Op. 5, 
No. 1. Concerto for Oboe and 
Orchestra in C major, Op. 7, 
No. 12. Pierre Pierlot (oboe), 
Ensemble Orchestral de 1/Oiseau- 
Lyre conducted by Louis de 
Froment. London L’Oiseau-Lyre 
OL50041 (12 in., 36s. 54d.). 

The labelling, as given above, suggests 
that. Albinoni’s Op. 7 consists of oboe 
concertos, and his Op. 5 (1710) of. concerti 
a cinque, or five-part string concertos. Both 
opera bear the title concerti a.cinque in the list 
of his works given in Grove. No. 11 of 
Op. 7 has been recorded as a two-oboe 
concerto, by the Concert Hall Society. 

When Leon Goossens recorded a concerto 
and a concerto movement by Albinoni— 
Op. 7, No. 6 and the Allegro of Op. 7, No. 3 
—on Columbia SP discs, many of us came 
across for the first time a composer who 
appeared to have an individual and fresh 
voice—one having some of the sweetness of 
Corelli, some of the bold inventiveness of 
Vivaldi. Since then the Virtuosi di Roma 
have brought us more of his work, and the 
hopes have not been disappointed. Now 
for the first time Albinoni achieves the 
distinction of a whole disc to himself. 

Born in Venice in 1671, he styled him- 
self dilettante Veneto, which meant that like 
the brothers Marcello he did not have to 
depend on his muse for a living. But she 
inspired him to produce 48 operas, and nine 
collections of instrumental music. Interest 
is not uniformly sustained throughout the 
six works here recorded. Albinoni seemed 
to, like playing out all his trumps first. In 
the first three works particularly, the open- 
ing Allegro is strikingly more original, less 
like any other conventional piece of 
eighteenth - century music, than what 
follows. The D minor Concerto a cinque, in 
particular, has a fascinating opening move- 
ment, with some sequences that might have 
come from the pen of Handel. 

The French ensemble do. not play with 
anything like the variety and beauty of the 
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Roman Virtuosi. They phrase everything 
jn much the same way, and that not a very 
expressive one. But they are keen and neat 
for the most part, and rhythms do not flag. 
Slow movements find them least likeable. 
The accompanying chords of Op. 5, No. 7, 
ooze up and subside like the swell of leaky 
but vigorously pedalled harmonium. The 
oboe soloist, Pierre Pierlot, is a highly 
accomplished player, though his playing 
tends to be taut and insistent even where 
the music seems to call for a more relaxed 
approach (in the slow movement of Op. 7, 
No. 3, for example). The recording is 
clean and well-balanced. 


BEETHOVEN. String Quartet in F 
major, Op. 135. Grosse Fuge in B 
flat major, Op. 133. Koeckert 
Quartet. D.G.G. DGM18154 (12 in., 
36s. 54d.). 
Coupled as above : 

Pascal Quartet 
Grosse Fuge : 
Stuttgart Chamber 


Quartet in F : 
Hungarian Quartet 


(10/53) CLP1212 
(6/52) LX T2668 
(9/55) 33CX1272 

Let me say right away, without any 
beating about the bush, that if you want 
this coupling of works it would be impossible 
to better the superb performances of the 
Pascal Quartet on Nixa. Their magnificent 
vigour and passion and the good recording 
they received put them at the top of the 
class, and if they forced the tone a bit in the 
Grosse Fuge, that is inescapable in this frankly 
impossible work for string quartet—to my 
mind the orchestral version, as recorded by 
the Stuttgarters, is infinitely less of a strain. 
The: Koeckert players set their jaws grimly 
in the first complex fugue, and have a fine 
free-for-all with no quarter given and no 
holds barred; but the listener, while 
admiring their tenacity, is left outside their 
struggle, and is not swept up into it. The 
softer, more lyrical sections, suit them better. 

About Op. 135 there is no question: the 
Pascals have it easily, for the Hungarians, 
though adroit and accomplished (their 
Scherzo is brilliant), do not penetrate to 
the heart of the music. The Koeckerts, who 
are well balanced and recorded, seem to 
have rather sluggish blood-counts: their 
opening Allegretto, meticulous in phrasing 
and dynamics as it is, is extremely deliberate, 
the Vivace lacks real kick, and the Pix lento 
in the third movement is so free that the 
pulse is lost. In the ‘‘Es muss sein” 
Allegro they startled me by beginning with 
the first two notes harmonised (as in the 
double-bar repeat)—a variant I have never 
before heard ; but in the scherzo I found 
myself pulled up short, utterly unable to 
believe my ears. A German quartet playing 
Beethoven for a leading German record- 
ing company and going wrong? Surely 
impossible! But four times in the tricky 
Ssyncopation between upper and lower 
strings (bars 32-9 with repeat, and bars 
232-9 with repeat), the rhythm is quite 
incorrect. It isn’t just a case of “ getting 
out’: they deliberately play it that way. 
Is there some explanation ? Unless this is 
some newly-discovered reading hitherto 
unknown here—in which case we all want 
to know more about it—they must stand 
discredited. 
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BLOCH. String Quartet No. 1. Griller 
String Quartet. Decca LXT5071 
(12 in., 36s. 54d.). 
BLOCH. String Quartet No. 3. String 
juartet No. 4.  Gyriller String 
uartet. Decca LXT5073 (12 in., 
36s. 543d.). 
Quartet No.3: 
Griller Quartet (11/53) LM4558 


The four string quartets of Ernest Bloch 
form a group comparable in stature only 
with those of Baridk and of Becithoven. 
They have followed one another at an ever- 
increasing speed, as if impelled by an 
ever-increasing urge: the First Quartet 
came in 1916; the Second in 1945; the 
Third in 1953; and now already the 
Fourth. And during the long gap between 
the First and Second Bloch by no means 
entirely neglected the string quartet; it 
was allowed, in its customary uneasy 
partnership with the piano, to contribute 
to the monumental Piano Quintet of 1924. 

In 1916 Bloch left Switzerland to go to 
the United States as conductor for a tour 
of the dancer Maud Allan. He stayed in 
America to make it his home: and the 
score of the First String Quartet, of 1916, 
is annotated Geneva—New York. That 
such a work can be written at all is one of 
the marvels of humanity ; that it could be 
written during what must have been a 
period of complete personal upheaval is 
next to unbelievable. It is in writing of 
Bloch’s Second Quartet of 1945 that the 
late Beethoven quartets are most often 
drawn on for comparison ; but they come 
to mind no less in considering the earlier 
work. It is on the largest of scales (Decca 
have here put more music, in duration, to a 
side than elsewhere perhaps they would like 
us to believe possible!) ; four long move- 
ments in the highest degree of concentra- 
tion, with never a moment’s emotional 
relief. Here and there the Jewish idiom is 
faintly echoed, but the savagery that it 
sometimes brings in its train is the only 
interruption to the sorrow, and occasionally 
the tranquillity, that finds most moving 
expression in the rest of the heartfelt 
work, 

Both the Third and the Fourth Quartets 
are on a smaller scale, in point of actual 
size. They are of a considerable intensity, 
but an intensity more frequently alleviated 
in tranquillity than previously. And there is, 
too, anything but a diminution of vigour: 
the outbursts of hard, biting determination 
are more frequent than in the earlier works, 
and contrasting sections frequently alternate 
—as they do often in late Beethoven— 
rapidly and effectively. 

Listeners familiar with the Griller 
Quartet’s fine 78 set of the Second Quartet, 
or with their earlier LP of the Third, will 
know the standards of performance to be 
expected in these new issues. Everywhere 
there is almost impeccable ensemble, and 
also the deepest sensitivity;  Bloch’s 
sustained elegiac moods are _ presented 
wholly without flagging of any sort. Some 
of the long-held diminuendos at the ends 
of phrases or of sections are played with 
seemingly superhuman control. 

The recording, too, is in the first class. 
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Occasionally in balance, in the First 
Quartet, the viola is allowed to be slightly 
backward ; only once seriously so, and that 
for precisely two notes—to mention them 
at all is to risk a faulty emphasis. The 
quartet’s tone as a whole is unified in 
sound: in the First Quartet, again, a dark 
grey that might be thought to be due to 
faintly undernourished recording until in 
contrast it suddenly shines forth in one of 
Bloch’s few outbursts. The dark grey 
quality (but not the unification of tone) 
disappears with the greater brilliance of the 
later quartets: in the case of the Third 
there was more roundness, less brilliance of 
tone on the older LP, and perhaps a 
smoother performance. But the two new 
records are both contributions to the 
repertory of incalculable value offering 
entirely worthy performances of three 
unquestionable masterpieces: the fullest 
recommendation, with no reservations at 
all. A new recording of the Second 


Quartet by the Grillers is promised for 
release in the near future (LXT5072). 
M.M. 


CIMAROSA. Concerto for Oboe and 
Orchestra. 

LULLY. Ballet Suite. 

TARTINI. Concerto No. 58 in F major. 
Orchestra Alessandro Scarlatti 
conducted by Franco Caracciolo. 
Columbia 33CX1277 (12 in., 36s. 54d.). 

LEO. Concerto in D major. 

SACCHINI. “Edipo a Colono ”— 
Overture. 

VIVALDI. Concerto in A major. 
Concerto in D minor. Orchestra 
Alessandro Scarlatti conducted by 
Franco Caracciolo. Columbia 33CX 
1276 (12 in., 36s. 54d.). 

These Italian chamber orchestras seem to 
be springing up all over the place: they 
all play the same kind of repertoire with 
immense gusto, a good deal of polish, a very 
variable sense of style, and a happy indiffer- 
ence to identifying what they are playing. 
(The clou comes when, as at the Edinburgh 
Festival in two successive years, they go on 
the platform and play something quite 
different from what everyone is expecting.) 
Nowhere on the record or the sleeve for this 
latest body—which sounds larger than I 
Musici or the Virtuosi di Roma, though 
I have no information about it—has 
anyone deigned to let us know which, out 
of all Vivaldi’s concertos, these two are. 
The A major turns out to be P.235, which 
was recorded equally anonymously by 
I Musici on Col. 33CX1170 (and by the 
Ensemble de |’Oiseau-Lyre, reviewed this 
month). There is similar zest in the playing, 
similar light and shade ; I Musici had more 
‘‘ effects’, but they were mostly of too 
modern a period ; the tempi here are better 
chosen, the first movement steadier, the 
second less self-consciously “‘ expressive ”’, 
more andante, the third less rushed. Here, 
as in the D minor concerto (P.311) for solo 
violin and organ with strings, there is quite 
rightly a harpsichord continuo—but in no 
other works on these two discs! The D 
minor work has not previously been 
recorded, so far as I know. The solo violin 
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masks the imitative organ line in the first 
movement, unfortunately, but the micro- 
phone position has been improved for the 
finale. There is a rather resonant acoustic. 
The gem of this work is the Grave for violin 
and organ alone—one of Vivaldi’s calm and 
beautiful legato melodies. 

No soloist’s name is given for the Leo ’cello 
concerto, a work well worth revivinz and 
putting in the scanty repertoire—but the 
player is an expert one, with a nice free 
tone: it is a pity that he does not wait long 
enough on dotted notes in the first movement 
and so finds himself hurrying. The concerto 
appears to be played from the Ciléa edition 
published by Ricordi, but omitting the 
inserted cadenza in I and the two most 
implausible final plunks in II. This Larghetto, 
with its daring modulations and ’cello 
double-stopping, is a fine movement. Leo’s 
pupil Sacchini is represented by a lively but 
rather conventional overture. I do not find 
the oboe tone very agreeable, and in the 
second subject the staccato 2nd violins and 
violas are too loud each time in their 
accompaniment to the tst violins’ theme. 
Disc surfaces on both sides of this record 
are dead quiet. 

The other disc seems less interesting 
because so much less authentic. Only the 
Tartini is an untouched original: it has a 
strikingly gay, almost martial, first move- 
ment, in which the horns and oboes are 
excellent; the later movements tail off 
rather. The Cimarosa is Arthur Benjamin’s 
pleasant free arrangement of four keyboard 
sonatas (about which the sleeve-note writer 
keeps suspiciously quiet). Again the oboe 
tone (soloist unnamed) lacks warmth and 
sweetness, and the performance is rather 
dull until the last movement; and then 
why start the C minor section after the 
double-bar suddenly so much slower ? As 
for the Lully, there is no attempt at identify- 
ing the sources of this ballet suite, and I have 
had neither time to research nor, in view of 
the smarmed-up orchestrations, much 
inclination. I suggest. that the Scarlatti 
Orchestra, obviously a highly accomplished 
ensemble, should make up its mind that 
such works, ear-tickling as they may be to a 
larger audience, do little to make seven- 
teenth century music better appreciated. 

L.S. 


HOLMBOE. 
Op. 47- 
NIELSEN. String Quartet No. 2 in 
F minor, Op. 5. Miusica-Vitalis 
Quartet. Decca LXT5061 (12 in., 
36s. 54d.). 
Nielsen’s second quartet is an early 
(1890) work, showing the composer just 


String Quartet No. 2, 


‘emerging from his Brahmsian chrysalis. 


Yet there are already the beginnings of a 
distinctive idiom, and the first movement 
(without question the best part of the 
quartet) is very typical of Nielsen’s free 
treatment of tonality. I find the Musica- 
Vitalis Quartet’s performance unimpressive : 
it is fairly efficient (save for some untidy 
moments in the finale), but not particularly 
subtle, and the leader’s intonation could be 
improved. The balance, too, either from the 
playing or, more probably, in the recording, 
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